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Abstract
I am an Australian-born composer of Maltese heritage; my musical compositions are
expressions that contain elements of my dual upbringing. Maltese folk music (ghana)
features components found in traditional Western music and music of the Middle East.
Wounding Song is an opera that combines traditional Western music theory with
elements of Middle Eastern music.

The fusion of contrasting musical systems raises issues of theory, practice and cultural
sensitivity. These issues must be addressed: first, to create a unified work that
encompasses the disparate musical elements into a successful composition; and second,
to ensure that they are used sensitively and appropriately in the dramatic and social
context of the work. The present research addresses the theoretical and practical
approach taken in combining the various musical elements for Wounding Song to
achieve these goals.

The elements addressed here include traditional Western harmony (major/minor scales
and “church” modes), 12-tone serial methods, Middle Eastern/Turkish makams
(comparable to scales in Western music theory) and Maltese folk songs. The successful
fusion of these elements was achievable largely because much of the material shared
common intervals. All the material was organised into trichords and tetrachords, which
in turn generated the melodic and harmonic material for the entire work.

Ultimately the scales, modes, makams and 12-tone rows were all generated from the
same twelve notes of the chromatic scale, regardless of their particular arrangement or
grouping. This common source of material supported the cohesiveness required.
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Wounding Song was performed at the Illawarra Performing Arts Centre in 2008. The
result was a successful season in terms of both the quality of the performances and the
work’s acceptance within the Maltese community, whose members supported the project
from the beginning.
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Terminology

Wounding Song uses different compositional methods that span across various musical
periods. The foundation of the musical structure stems from the assignment of scales,
modes and serial tone rows to certain aspects of the opera, similar to the leitmotif
technique. “Scale” and “mode” are interchangeable and contain the same meanings as in
traditional Western music.

“Tone row” refers to the twelve tones generated from a serial mode of composition. O1
refers to the original tone row. The eleven tone rows generated from the original are
labelled O1 – O12. These are generated by inverting the original scale, then using each
tone as a starting note to form a new row. Each new scale follows the intervallic
progression of the original.

The term “key signature” is traditionally used to denote the tonal centre of a particular
piece of music. Wounding Song avoids the use of this term, instead applying the terms
“tonal centre” or “key centre”. These terms refer to the scale, mode or tone row used to
generate the melodies and harmony of a particular section.

Therefore, sections may be referred to as being in, for example, the E harmonic minor
tonal centre (or tonality) or the B Phrygian tonal centre (or tonality).

The illustrations are grouped into three categories: figures, tables and musical examples.
These are numbered continuously throughout the entire thesis.
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There are three parts to this thesis submission: the score, recordings (audio and visual)
and thesis. All parts use the same numbering system; for example, 4.1 refers to the
corresponding scene, audio clip and section of the thesis. Numbering is determined by
the thesis entry; therefore the Prelude (recording and score) is numbered 2.1, its place in
the thesis, even though it is the first scene in the opera score.
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Chapter 1
Integrating Maltese and Middle Eastern Music into a
Western Musical Genre

Introduction

Artists who create original works are inevitably influenced by their past experiences.
Whether the artists embrace, ignore or reject the works of other artists, most experiences
leave an impression that works towards building the individual and their means of
expression. The music for Wounding Song includes a bricolage of compositional styles
and methods from various cultures, such as music from the Middle East, Central Europe
and Malta, that I have adopted and adapted into a unique musical language that reflects
my own influences and cultural heritage. There are similar approaches to this “melding”
of musical styles and Barker (2010) explains his approach in combining Korean and
Western musics for his compositions and performances.

A primary focus of my research has been the development of an approach to the
Western Drumset that represents a response to Korean aesthetic, vocabulaic, and
physical practices relating to music performance. (Barker, 2010, p.5).

Wounding Song is an opera set in Malta during the Great Siege of 1565, in which the
Knights of Saint John stationed in Malta led the defence against the might of the
Ottoman Empire (The Hutchinson Dictionary of World History, 1998, p.374). Each
scene is prefaced with an explanation of its historical context and its role in the
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development of the narrative within the opera. A theoretical analysis and explanation of
the composition process used for Wounding Song follows, with reference to four
composers who have had a great influence on the work: Gluck (1714-1787), Wagner
(1813-1883), Debussy (1862-1918) and Bartok (1881-1945). Compositional theories and
methods developed by these composers have affected and in some cases underpinned the
composition of Wounding Song.

In particular, the leitmotif system, in which specific musical motifs “represent” events,
themes and ideas that take place in the real world, and which came into prominence in
the early 19th century, particularly in the work of composers such as Carl Maria von
Weber (1782-1826) and Richard Wagner (1813-1883), supports the composition of
certain elements of Wounding Song. My intention in this thesis is to show how historical
events have acted as creative “triggers” for me, influencing my compositional choices
and procedures.

Bartok’s melding of folk and art music in his opera Duke Bluebeard’s Castle (1911) was
another important contributor to the compositional method I used for the opera.
Wounding Song implements fragments and themes from Maltese folk music (ghana) and
combines these with Middle Eastern music and Western art music. Bartok’s, ideas
greatly influenced me as I integrated Maltese folk with Western music methods:

The question is, what are the ways in which peasant music is taken over and becomes
transmuted into modern music? We may, for instance, take over a peasant melody
unchanged or only slightly varied, write an accompaniment to it and possibly some
opening and concluding phrases. This kind of work would show a certain analogy with
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Bach’s treatment of chorales. [...] Another method [...] is the following: the composer
does not make use of a real peasant melody but invents his own imitation of such
melodies. There is no true difference between this method and the one described above.
[...] There is yet a third way [...] Neither peasant melodies nor imitations of peasant
melodies can be found in his music, but it is pervaded by the atmosphere of peasant
music. In this case we may say, he has completely absorbed the idiom of peasant music
which has become his musical mother tongue. (Bartok, 1976, p.341).

Contemporary ethnomusicology would not view music from a folk culture as coming
from peasants. This level of argument reduces engagement to a ‘superior’ absorption of
another culture rather than a cultural exchange based on respect expressed in a scholarly
way. Other more recent examples of models for cultural exchange are Barker’s (2011)
engagement with Korean culture or Howard (2006) writings on cultural identity and
modern composition in Korea. Howard (2006) has established some broad principles of
intercultural engagement:

Any type of culture possesses dignity and value that is to be respected and preserved.
Every people has the right and the duty to develop its own culture. All cultures form a
part of the common cultural heritage of mankind in their rich variety, heterogeneity,
and interdependent influences. (Howard, 2006, p.17).

As a composer, I had to overcome personal biases while attempting to re-create and
represent the identity of cultures and events which were centred on sensitive issues such
as religion, politics and social class status. I was born and raised in Australia but my
parents and most of my friends had Maltese heritage. My views on politics, religion and
world events in general were mostly influenced by my surroundings. Librettist Bonny
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Cassidy played an important role as her Australian background and unfamiliarity with
Maltese culture and religious convictions allowed her to keep a neutral view. This
interaction between us allowed a more “socially” balanced libretto, which then
influenced the composition process.

Chinary Ung has also had a ‘dual upbringing’ and discusses his views on identity,

[…] identity is a big issue now. I mean because you know I was born Cambodian and
I’ve been in the United States for more than forty years […] it’s really good practice in
many, many ways, the preservation and so forth but we have to propel forward […] the
identities –plural- of Cambodia are moving targets. (Atherton and Crossman (eds.),
2008, p.18).

Wounding Song did not seek to reproduce traditional music in its original form. Instead, I
appropriated musical language from Maltese and Turkish culture if it was demanded by
the narrative and the scenes which were set in Malta with Turkish and Maltese soldiers
and folk. This appropriation was carried out with respect and with a great deal of
attention paid to the authenticity of the elements selected.

A main role of the opera was to highlight the similarities between the Maltese and
Turkish people, which then extended to their respective religions. This aided in the
selection of the scales that were chosen to represent the two cultures. A common pitch
collection was the Phrygian major scale (Maltese ghana) and the Humayun /Hicaz
makams (Turkish) discussed below. Although these scales were not reproduced in their
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original forms, certain characteristics were applied during the composition process and
are discussed throughout this thesis.

Intercultural composition is understood here as exploratory practice that results in
musical hybridity and is nurtured by collaborative work in a mostly tolerant and plural
Australian society, […] (Atherton, 2003, p.356).

Although Atherton is referring to mostly the Asia/Pacific region, parallels can be made
with the “musical hybridity” of Wounding Song. The combination of different musics
was an “exploratory” process that revealed similarities between seemingly different
cultures. These were exploited in the effort of unifying the work. Encompassing
Maltese/Turkish music into the framework of a Western/European compositional system,
drawing influences from Debussy, Bartok and Serial methods also added to the
cohesiveness of the work.

An important aspect of the research was my own Maltese-Australian musical
background: gaining a fuller understanding of the music of the Middle East and the folk
music of Malta (ghana) was a major focus of the early stages of planning the
compositional structure/language of Wounding Song. Below are three samples of ghana
melody. A more in depth discussion and explanation can be found in section 3.5 “Ghana
Session”.
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Example 1. The Garland Encyclopedia of World Music, Volume 8. Transcription by L.
JaFran Jones

Example 2. The Garland Encyclopedia of World Music, Volume 8. Transcription by L.
JaFran Jones

Example 3. Ghana Session; Melody used for Wounding Song

The purpose of this study is to explain the integration of certain elements into the
compositional structure of Wounding Song. It focuses on the analysis and theory that
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bind the various musical styles into a unified work. The next section gives an overview
of the compositional material and its application in the work.

1.2 The Music of Malta, Turkey and the Middle East

Malta’s strategic position in the Mediterranean Sea has ensured a history of foreign
conquest and occupation. Maltese culture has inevitably been influenced in many ways
by foreign sources. The Maltese language is a hybrid of Arabic, Spanish, Italian, English,
and French. The cultural influences from these occupying nations also extend to other
aspects of Maltese culture, including its music.

Maltese folk music, ghana, contains elements of Western and Eastern music. Melodies
with microtonal intervals, suggesting an Eastern influence, are melded with Western
triadic chordal structures.

Western harmonic structures are often wedded to melodies which have no original
connexion with the system. The motifs, some of them perhaps coming down from
ancient times, have nothing in them which even suggests a sympathetic feeling for
Western Harmony. An excellent example is Maltese Ghana… one guitar provides a
strict accompaniment based on triadic chords in almost Northern style, the other
ranging freely in quasi Arabic style. (Camilleri, 1988, p. 33).

Preparation for Wounding Song included the study of Turkish and Middle Eastern music.
The Turkish makam and its Arabic counterpart, the maqam, provide the scale and
interval structure and the melodic characteristics that underlie the styles’ composition
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and improvisation. Parallels can be drawn between makams and the modes and scales
that form the basis for Western diatonic harmony.

One of the major differences to Western harmony is the inclusion of microtonal
intervals. The makams employ intervals as small as 1/8th of a tone, implementing
Pythagorean theories, and are constructed from the combination of two tetrachords
(groups of four notes).

Figure 1 shows the signs invented by Hines (2011) to demonstrate correlations between
Western and Turkish music.

Figure 1. The basic tetrachords and pentachords of Turkish classical music (Hines, 2011)
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Figure 2. A few common makams constructed by combining the tetrachords and
pentachords in Figure 1

Wounding Song used tetrachord theory for the development of its melodic and harmonic
components; this process is discussed below in more detail.

Maltese folk music uses many different scales from those that originate from Western
harmony, including those drawn from Middle Eastern musical culture. A major device in
the structural organisation for the opera was the assigning of certain scales/modes/pitch
sets to key characters, themes and elements. The Maltese characters in the opera are
represented by a scale (based on a Phrygian major scale) that originates from a popular
Maltese folk tune. This scale is generated from the fifth degree of the harmonic minor
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scale in Western harmony, and is similar to the Humayun and the Hicaz makams (Figure
2).

Figure 3. E Phrygian major scale, which is built from the fifth degree of the A harmonic
minor scale

One of the defining characteristics is the minor second interval between the first and
second tones and the 1 ½ tone interval between the second and third tones.

1.3 Harmonic Structure

Turkish classical music uses the tetrachord as a means of generating the makams that
form the basis of its music. Generally the makams are employed melodically and are not
used to generate a harmonic component to the music.

Wounding Song applied the tetrachord theory differently to its original purpose. Rather
than combining various tetrachords to create unique scales and modes, I divided preexisting scales and modes into tetrachords to create material that was applied melodically
and harmonically throughout the score.
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Table1. Tetrachords generated from the E major scale
E Major
Tetrachord 1:

E

F#

G#

A

Tetrachord 2:

F#

G#

A

B

Tetrachord 3:

G#

A

B

C#

Tetrachord 4:

A

B

C#

D#

Tetrachord 5:

B

C#

D#

E

Tetrachord 6:

C#

D#

E

F#

Tetrachord 7:

D#

E

F#

G#

The scale was divided into seven tetrachords, each beginning on one of the seven tones
of the E major scale. Example 4 shows the melodic and harmonic application of the
tetrachords.

Example 4. Scene 2.3, bars 5-7

In this example, Temi’s melody uses tetrachords 1 and 5 (with embellishments), and the
accompanying guitar plays the same tetrachords harmonically.
The entire score applies this method in using the tetrachord as a basis for composition. In
the most cases, the melody dictates which tetrachord is used for harmony.
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1.4 Tonality

The entire structure of Wounding Song relied on the interaction between the various
musical themes (leitmotifs) that were generated from the opera’s characters and
elements. The leitmotifs were generally in the form of scales and modes, with a 12-tone
pitch set representing the blood/death/war elements.

The assignment of leitmotifs to the characters and themes of the opera served a number
of purposes. The aural association to any given character aided in the understanding of
the role that character was to play in the drama, giving the listener and singer insight into
the character’s thoughts and motives. As the character developed, the leitmotif developed
as well and provided further understanding. The important themes were also represented
in this way.

On the macro level, the interaction between the characters and themes during the course
of the opera let the leitmotifs develop into a cohesive musical structure. The libretto’s
treatment of the characters and themes dictated the direction and overall musical
structure of the entire work.

The next section lists the major themes and characters, with the musical tonality assigned
to each. A short explanation of their roles and functions is included here, but will be
discussed more thoroughly during the analysis of the score. The assignment of specific
instruments correlates to the first appearance of the leitmotif, but this instrumentation can
change during the course of character/theme development.
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1.5 Character Themes

Slave: Phrygian major, clarinet. Similar leitmotif s pervade the opera and are present
behind all the characters. Jean Parisot de Valette, Grand Master of the Knights, and
Turgut Reis (Dragut), Admiral in the Turkish navy and a commander in the Siege of
Malta, both served as galley slaves. The Slave leitmotif also represents the notion of
predestined fate and being a “slave” to the will of God.

Phrygian major is used to represent the Slave, as the scale is common in both Maltese
and Turkish music. Similarly, the Slave exists between the two sides of the conflict,
belonging to neither.

Xbint: Initially pure minor, developing into harmonic minor/Phrygian major, oboe. Xbint
means “old woman”; in this opera the character acts as a godmother to Temi. She has
been hiding the fact that she is a Muslim. Now her two worlds are colliding and she is
afraid of what awaits her.

The “neutrality” of the pure minor is used to represent that Xbint’s background is a wellguarded secret. As this character develops and the secrets are revealed, her musical
representation changes into different forms of the minor scale.

Temi: Major, rising melodic theme, flute. Temi epitomises the naivety and confidence of
youth. Her dream is to become a knight and join in the fighting, to avenge her father’s
death and to smite the “infidels”.
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The major scale was used with Temi because its bright and positive tonal character
represented her views. It provided a contrast to the darker-sounding minor tonality and
the Phrygian and 12-tone scales being used throughout the opera.

Felicia: Melodic minor, flute. Felicia, Temi’s mother, worries constantly about her
daughter. She has already lost her husband and cannot imagine the loss of her youngest
child.

Felicia sits musically between Xbint and Temi. The melodic minor scale represents her
concerns and sadness about the war. This combines with the optimism shown by her
daughter, Temi. The raised sixth and seventh degrees of the melodic minor scale form
parallels with Temi’s major scale.

The Knights of Saint John: The knights represent numerous themes from the opera. As
soldiers, they are associated with a 12-tone pitch set; as men of faith with the religious
theme, which uses Dorian mode; and as slaves to their superiors and servants of God
with the Slave theme.

The 12-tone pitch set was used to represent the chaotic and violent situations thrust upon
the soldiers. Serial techniques support these elements, as the perception of unorganized
and random tones contrasts well with the more traditional-sounding scales. The Dorian
mode has been traditionally used throughout the Catholic Church’s history. For this
reason, this scale was used to represent religious themes relating to Christianity.
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Montaigne: 12-tone pitch set. Montaigne represents the “humanity” of the soldiers. He is
near breaking point and his behaviour sharply contrasts with the leaders of the knights,
headed by Starkey. Atonal representation was chosen for similar reasons as for the
Soldiers, above.

Chaplain: Dorian. Alongside the knights, the Chaplain represents the spearhead of
religious belief for the Maltese people; and, like them, is associated with the Dorian
mode.

Fisherman/Ghannejja (Maltese folk musicians): Harmonic minor, Phrygian major,
primarily guitar. These are the regular people caught up in the war as they witness the
destruction of their homeland. There is a class gulf between the knights and the Maltese
people, but the presence of a hated foe unifies them into a cohesive force.
Like the Slave, the Maltese people are caught up in the conflict between two opposing
forces, not really belonging to either; therefore, the harmonic minor and Phrygian major
scales are used to represent them as well. This scale also represents the cultural
similarities between Malta and Turkey.

1.6 Non-Character Themes

Eye of Osiris and stare of the Blessed Virgin: Pentatonic scale, harp. The Maltese people
have held the Virgin Mary in reverence since the time they were introduced to
Christianity when Saint Paul landed on the shores of Malta. Images and statues of her,
watching over the people, are scattered all over the Island. Surprisingly, many of these
statues sit alongside those of the Eye of Osiris, an ancient Egyptian god who presided
over the underworld, ruling over the dead and the living.
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The pentatonic scale exists in the music of many different countries and cultures
worldwide; the score draws parallels between this pervasive scale and the ubiquitous
belief in, and symbolism of, the Watchful Eye.

Fate: Pentatonic and whole-tone scales, harp. Fate plays an important role in Wounding
Song. The Slave and Xbint have contrasting views of their own fate. The opera draws on
the parallels between religious faith and belief in pre-ordained fate; therefore, the
musical representations of the two share similarities.

The idea of using whole-tone and pentatonic scales to represent fate originated from the
study of Debussy’s Pelleas et Melisande. The whole-tone scale provided an “ethereal”
soundscape through its lack of semitone intervals. This “otherworldly” impression was
important in representing the possible intervention of the gods or an external force in
dictating people’s fate.

Blood, death and war: 12-tone pitch set. The idea of employing a serial technique for
representing the chaotic elements of the opera was borrowed from Bela Bartok’s use of a
chromatic motif to symbolise blood in Bluebeard’s Castle (Antokoletz, 2004, p.191).

Atonal music was chosen for representing the chaotic elements of any war situation.
Twelve-tone compositions generally sound less organised than traditional diatonic
music, and it was this element that led me to associate this pitch set with the blood, death
and war aspects of the opera.
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Religion, God, Faith: Wounding Song draws on the similarities for both Christianity and
Islam.

Malta as rock: E harmonic minor, lower elements of orchestra (cello and guitar). The
music represents the sad history of the Maltese people during constant occupation by
foreign powers, and yet their unshakable attachment to the foundation of their identity,
the island of Malta.

The choice of this scale corresponds to the ghana theme that uses E minor. This is the
harmonic foundation of the opera and therefore an obvious choice for this theme.

1.7 Combining Different Pitch Collections

The theoretical approach used for Wounding Song allows for combining different pitch
collections or scales: serial, diatonic, whole-tone and makam. Regardless of tone
organisation within these scales, tones are drawn from the chromatic scale, which
consists of twelve notes. This common source will inevitably produce similarities
between the different pitch collections. These similarities, alongside the differences,
provide the foundation for the musical structure of the opera. At the same time, the
combination of the various pitch collections provides dissonances that support the
narrative.

Scene 5.2 provides an example. As Starkey attempts to rally the Maltese villagers and
soldiers, his reassurances are sung using the B Dorian mode. The use of a diatonic
medium is undermined by the accompaniment, which applies chords generated from the
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12-tone serial row. The subsequent dissonances provide commentary and a deeper
understanding of the circumstances surrounding the characters. They recall and are
associated with the more chaotic elements of the opera; blood, death and war.

Conversely, similarities between the four pitch collections symbolise the common traits
between the people, their thoughts and their religious beliefs. These scales are selected,
organised and applied, using their shared characteristics, to reinforce such similarities.

Perfect-fourth and tritone intervals feature prominently throughout the opera, both
harmonically and melodically. The interplay between “neutral”-fourth intervals and
dissonant tritones runs parallel with the interplay between the idealistic beliefs in religion
or fate and the horrors of war. Just as the perfect-fourth can easily become a tritone, the
idealism of religion becomes rage and despair at the senseless death of innocents.

The tone row that represents the more chaotic themes of the opera (blood, death and war)
is constructed from six pairs of tritone intervals. Whenever the row appears in the score,
the dissonances feature prominently. Combining such a dissonant set of pitches with
diatonic scales and modes does create many aural clashes. However, the manipulation of
the diatonic material allows for more similarities than it at first appears.

E - A#

F# - C

G - C#

A - D#

B-F

D - G#

Figure 4. Twelve-tone row

Two of the main scales used in Wounding Song are the harmonic minor and Phrygian
major (which is derived from the former). The Humayun and the Hicaz makams are
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closely related to the Phrygian major scale, as they include similar intervals. There are
two tritone intervals in each scale.

E

F#

G

A

B

C

D#

E

Figure 5. E harmonic minor

Tritone intervals exist between: F# and C, and between A and D#.
The whole-tone scale also plays an important role throughout the score. Its pivot point,
halfway through the scale, is a tritone (E-Bb).

E

F#

G#

Bb

C

D

E

Figure 6. Whole-tone scale

E-Bb

F#-C

G#-D

Figure 7. Tritone intervals

The commonality of tritone intervals is not the only binding factor between the different
pitch collections. The fourth interval is a common device for trichord and tetrachord
construction.

Every scale, mode and pitch collection was arranged into chords built on perfect,
diminished and augmented fourth intervals. The use of these chords avoided the more
traditional triadic voicings and the implications associated with them. The role of triads
generated using diatonic harmony generally is that of motion, one chord leading to the
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next. Chords built on fourths avoided this. This stasis provided an interesting contrast to
the flow of events, as time ran out for the characters in the narrative.

1.8 Rhythmic Elements

The eclectic combination of different musical styles in Wounding Song provides a
variety of rhythmic possibilities.

The Maltese folk melody used to represent the ordinary people was in 3/4 meter. The
Christian religious elements, such as the knights and Chaplain were represented by the
same time signature; this suggests the paramount importance that the Catholic Church
had for the Maltese people. The 3/4 meter was chosen for the Christian religious themes
to connect them with the Church in the Middle Ages: traditionally, triple meters had been
consciously used to evoke the idea of the Trinity.

Turkish/ Middle Eastern rhythmic patterns were implemented throughout the opera,
contrasting with traditional Western meter.

An important facet was the treatment of the melodic element of the score. As stated
earlier, the libretto dictated the melody, which followed the natural inflection of the text.
This affected the rhythm and resulted in a freer melodic line, often at odds with the
underlying rhythm of the accompaniment.
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Example 5. Slave Aria I, bars 55-57; “freer” melodic line following the natural inflection
of the text

1.9 Orchestration

The orchestration of Wounding Song was an important factor in representing the various
themes and characters involved. The allocation of certain instruments to characters has
been discussed above, and will continue to be examined throughout this thesis.

This discussion will not provide an in-depth analysis of scoring methods for particular
chords, but will examine the timbre of instruments where they impinge on character. The
purpose of this thesis is to examine the interrelationship between the various tonal
mediums, not to focus on orchestration.

What follows is a progressive analysis of the score and libretto of Wounding Song.
Musical examples are reproduced throughout the thesis; the complete score and libretto
are attached for a more thorough examination.
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Chapter 2
Wounding Song: Compositional Techniques, Structure and
Conceptual Framework
2.1 Prelude

All Europe felt the repercussions from the 1565 Siege of Malta. The Ottoman Empire
was the focal point of the Muslim world and was threatening Europe’s Christian nations.
If the Ottomans succeeded in occupying Malta, they would gain a strategically important
stronghold from which they could launch attacks into Southern Europe (Prata, 2004).

Using religion as a reason for war is not unique to the Siege of Malta. Often, the
theological significance of a conflict characterised as “religious” is debatable. The
origins of the Siege of Malta were entwined with conflicts over the knights’ disruption of
Ottoman shipping routes. For the Maltese people themselves, however, the threat was not
to their trade routes but to their religious beliefs, and the lines were clear: it was
Christian versus Muslim. The significance of religion is a feature of Wounding Song. The
Prelude introduces this religious aspect as combined with the tragic results of war,
beginning with the guitar and harp playing the E harmonic minor scale in tetrachords.
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Table 2. E Harmonic minor
Tetrachord 1:

E

F#

G

A

Tetrachord 2:

F#

G

A

B

Tetrachord 3:

G

A

B

C

Tetrachord 4:

A

B

C

D#

Tetrachord 5:

B

C

D#

E

Tetrachord 6:

C

D#

E

F#

Tetrachord 7:

D#

E

F#

G

Example 6. Prelude, bars 1-7; tetrachord 1 and inversions

Example 7. Prelude, bars 15-19; tetrachord 5

The E harmonic minor scale is the central key for the opera and therefore E minor is the
opening key for the Prelude. It also is the foundation key for the religious elements and is
an important link that highlights the significance of religion to the opera. While the harp
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and guitar are harmonizing with this scale, the wind section introduces the blood theme,
playing the 12-tone pitch set.

This pitch set was developed from six pairs of tritone intervals. The tritone was primarily
chosen for its dissonance and its appellation during the Middle Ages of “the Devil’s
interval”.

E A# F# C G C# A D# B F D G#

Figure 8. Twelve-tone row for blood, death and war (built on tritones)

Example 8. Prelude, bars 4-6; wind section playing the first trichord of the tone row in
Figure 8

The choir enter at bar 7, singing in the E Dorian mode. As stated in Chapter 1, the Dorian
mode was used to represent the Christian religious elements. This is a direct reference to
the application of the church modes used in the Middle Ages. The haunting chant taken
up by the choir is a quote from the Bible (Mark 14:12-16 and 16:22-26) and reflects on
the lives lost and the sacrifice made by those involved.
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This is my body
This is my blood
Take my body
Take my blood

In bar 20 the serial method takes a more dominant role as the wind instruments introduce
fragmented passages that use the tetrachords developed from the 12-tone row. These are
supported by the strings, playing the same tones, creating an underlying harmonic
accompaniment.

The 12-tone pitch set is organised into three tetrachords and played sequentially on the
wind instruments. This pattern is continued until the end of the scene, while the harp and
guitar continue with the E harmonic minor chord set.

Table 3. Twelve-tone pitch set organised as tetrachords
Tetrachord 1: E

A#

F#

C

Tetrachord 2: G

C#

A

D#

Tetrachord 3: B

F

D

G#

Example 9. Prelude, bars 21-24; tetrachord 1 (bars 21-22), tetrachord 2 (bar 23 and first
two sequences in bar 24), tetrachord 3 (final sequence in bar 24)
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A notable change is the shift of the choir from E Dorian to the 12-tone pitch set,
beginning in bar 26. This reflects the blurring of lines between religious conviction and
war.

2.2 Slave Aria I

The Eye of Osiris, a god of ancient Egypt believed to have the power over the living and
the dead, has been used to ward off evil spirits in Malta for hundreds of years.
Traditionally, most of the local fishing boats (lutsu) are decorated with the Eye on the
bow of each vessel.

Despite approximately 98% of Malta’s population being Roman Catholic (according to
the CIA website, The World Fact Book), it is common for pagan and Catholic symbols to
be seen alongside each other on buildings and other visible landmarks. To represent the
ties with the ancient Egyptian gods, the E Minor pentatonic scale was used in the
opening bars of the Slave Aria. This scale was also used at other times that included
references to ancient religions, such as references to the Eye.

Example 10. Slave Aria I, bars 1-8; pentatonic scale of tones
E

G

A

B

D
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Four of the leading characters-Felicia, Temi, Xbint and the Slave- have their lives thrown
into turmoil. Their development during the siege reveals many similarities between them.
For this reason they have been assigned similar musical motifs. These four characters are
also associated with specific instruments. For example, Xbint’s theme is introduced in
bar 10 with the oboe, and all through the opera the oboe is associated with her. The
Slave’s theme is similar to Xbint’s, and is generally played by the clarinet. This method
of association through motifs and instrumentation is similar to Wagner’s use of leitmotif.

Example 11. Slave Aria I, bars 10-17 (Xbint motif); E pure minor

Example 12. Slave Aria I, bars 17-24 (Slave motif); E Phrygian major

From the outset, Wounding Song demonstrates an eclectic mix of harmonic material. The
harp plays the Pentatonic scale, the oboe plays Xbint’s theme using the E pure minor
scale and the clarinet plays the Slave’s theme using the E Phrygian major scale. This
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scale is a common link between Maltese (Western) and Eastern music: the Hicaz and
Humayun makams share a similar tone construction, featuring a minor-second (semitone)
interval between the first and second tones, followed by a minor-third (three semitones)
interval between the second and third tones.

The Slave’s identity is unclear throughout the opera and shares a similar role to Xbint.
Both are caught up in a conflict that has nothing to do with them and the result of the war
will not help their cause. The Phrygian major scale is central to the entire harmonic
structure of the opera, and was used for the Slave to symbolise the pivotal/central role he
plays. His connection and interaction with Xbint, Temi and the authorities, combining
with his faith, places him in a unique position of observation of the unfolding events.

Once Xbint leaves the stage the Slave enters and begins the first aria in E Phrygian
major. During the aria the harp takes the primary accompanist role and modulates from
the pentatonic scale to the E Phrygian scale. This was organised into seven trichords,
generated from each tone of the scale and derived from fourth intervals.

Chords built on fourth intervals were used to help symbolise the elusive qualities that
define the Slave. These chords are harmonically less stable than traditional diatonic
triads, and provide a contrasting harmonic voice to the tetrachord manipulation of scales
already used.
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Table 4. Trichords used in Wounding Song
Original scale:

E

F

Chord 1:

E

A

D

Chord 2:

F

B

E

Chord 3:

G#

C

F

Chord 4:

A

D

G#

Chord 5:

B

E

A

Chord 6:

C

F

B

Chord 7:

D

G#

C

G#

A

B

C

D

The melody dictates the chordal harmony, the stronger notes in the phrase being used to
“guide” the chord selection. The orchestra is used to accompany and support the libretto.

Example 13. Slave Aria I, bars 33-35, showing chords built on fourths and their role in
supporting the melody. In this example the harp plays the chords 2, 3 and 4, respectively,
from Table 4.
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Like the melody of Debussy’s Pelleas et Melisande, which followed the natural
inflection of the French language, the melody in Wounding Song did the same for its
(English) libretto. The accents fall on the stronger syllables in the phrase and create their
own rhythm, rather than following a predetermined pattern. This example from
Debussy’s opera shows the accents falling on “-due.” and “-si?”

Example 14. Pelleas et Melisande, act 4 scene 4, bars 7-8

In bar 45 the strings and guitar begin the crescendo for the climax of the aria. The time
signature at the start of the scene stipulates a 4/4 meter, but the orchestra obscures this
directive. The accents from the guitar, strings and timpani suggest 5/4, 4/4 and 3/4 in
quick succession. This is a transition section, preparing for the entry of the Slave in bar
47.

Example 15. Slave Aria I, bars 45-47; time signature of 4/4 in contrast to the apparent
meter
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During this entire section the orchestra continues to use the Phrygian major harmony,
playing the chords built on fourths, represented here on the guitar. The time signature
remains obscure until bar 53, where a more conventional 4/4 meter returns.

Example 16. Slave Aria I, bars 53-55

Throughout this scene the Slave dances and sings of how he will become invisible,
escaping the confines that surround him, physically and metaphorically. His faith in his
religion will see him through, regardless of the outcome. Symbolically, and within the
confines of the opera, the Slave is a metaphor for the Maltese people, which must “grow
into its fate, or die.”

Bar 76 marks the return of the pentatonic harmony, coinciding with the Eye that began
the scene. The harp plays chords built on the pentatonic scale while the Slave concludes
the scene using the E Phrygian major scale.

2.3 Temi and Soldiers
In 1551, Turgut and the Ottoman admiral Sinan raided Malta and enslaved the entire
population of Gozo (Borg, 2001). Temi’s father was captured and, determined to avenge
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her loss, she continually hounds the knights to let her fight in defence of Malta. Her
unwavering faith in her God that Malta will be victorious over the infidel, and her
idealistic and naïve views on the conflict, contrast to the views and fears shared by
Xbint, Felicia and the Slave.

Temi is singing in E major and is accompanied by the flute. The flute’s timbre suits the
lighter elements of Temi’s character more than the clarinet and oboe, the instruments
used for Slave and Xbint. Temi’s flute melody is higher in pitch than the other themes
and uses semiquaver notes to help symbolise the flurry of thoughts and emotions going
through her mind. In contrast to the leitmotif-like theme attached to the Slave and Xbint,
Temi has no particular theme; instead, her character is associated with an overall texture
and mood that reflect her personality. The melody oscillates between playful innocence
and serious conviction.

Example 17. Temi and Soldiers, bars 5-6. Temi accompanied by the flute

The harmony for this section includes the application of the E major scale tetrachords.
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Table 5. E Major (Temi)
Tetrachord 1:

E

F#

G#

A

Tetrachord 2:

F#

G#

A

B

Tetrachord 3:

G#

A

B

C#

Tetrachord 4:

A

B

C#

D#

Tetrachord 5:

B

C#

D#

E

Tetrachord 6:

C#

D#

E

F#

Tetrachord 7:

D#

E

F#

G#

The guitar plays these chords while the wind and string sections accentuate the rhythmic
pattern. The effect is a “lighter” mood than the seriousness of the previous Slave Aria.

Example 18. Temi and soldiers, bars 1-9; guitar accompaniment supporting Temi

A study of the guitar score in conjunction with the E major chord chart in Table 5 shows
that in bars 5, 6 and 9 the guitar plays tetrachord 1, while in bars 7 and 8 it plays
tetrachord 5.
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The 5/4 time signature portrays the idealistic yet uncertain views of Temi, and of youth
in general. The guitar accompaniment and rhythm is a parody of a standard form of
ghana. The Maltese folk tune that is featured in Wounding Song and is heard at the end
of Act 1 is in 3/4, and the accompaniment follows a more traditional and conservative
pattern. Note that the original form of ghana first appears in the opera in E minor, yet
Temi’s accompaniment is in E major.

Example 19. Ghana session, bars 1-8; excerpt from scene 3.5

Bar 31 marks the first time (other than in the Prelude) that the blood, death and war
theme appears in the score. Temi asks the soldiers if they think that she would be scared
when the time comes to actually fight and kill. The use of a serial technique contrasts
with the general tonal harmony of the opera. It represents the breakdown of law and
order and the uncertainty of the outcome of the siege, and the war in general. The irony
is that early composers such as Schoenberg developed serial methods of composition to
provide an organised structure for the implementation of the now-more-austere
chromaticism.

The rhythmic pattern remains constant but the introduction of the 12-tone harmony
extenuates the change in the mood on stage. The 12-tone pitch set is built on tritones; this
creates a more dissonant sounding harmony. The tones are arranged into three
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tetrachords and applied in a way similar to that used in previous sections. Despite the
atonal harmony, Temi continues to sing in the major key, highlighting her naivety and
confidence despite the dire situation.

E A# F# C G C# A D# B F D G#

Figure 9. 12-tone row for blood, death and war (built on tritones)

Table 6. Tetrachords

Tetrachord 1: E

A#

F#

C

Tetrachord 2: G

C#

A

D#

Tetrachord 3: B

F

D

G#

44

Example 20. Temi and soldiers, bars 30-32; 12-tone pitch set harmony (guitar)
accompanying tonal melody (Temi). The guitar (bars 31 and 32) plays tetrachords 1 and
2 respectively, while Temi continues in E major.

Example 21. Temi and soldiers, bars 35-38. Temi’s declaration of her faith is initially
accompanied by tetrachord 3 from the 12-tone row (bar 36), then modulates to tetrachord
3 from E major (bar 37), representing her confidence in God and her father.

At this stage the conflict has not yet started, and there is an interesting change in the
responses from the knights. Their first response to Temi’s questions, about their
knowledge of her father (Example 17), is controlled and a little arrogant, and the knights
maintain their proud bearing (Example 22). This is in F# Dorian, the mode that
represents the knights and the Catholic elements of the opera. In contrast to this
confidence, the knights’ response to Temi’s further questions about war reveals a note of
panic (Example 23). This remains in F# Dorian, but the erratic dotted rhythm and
intervals foreshadow later scenes, in which some of the younger knights have lost their
composure and a complete 12-tone melody replaces the Dorian mode.

45

Example 22. Temi and soldiers, bars 17-18; composed and proud response from the
knights

Example 23. Temi and soldiers, bars 41-42. Slightly more panic in response to further
questioning from Temi

The general mood of this scene is supported by the accompaniment. The strings, oboe
and clarinet maintain a lighter rhythm that employs staccato techniques and graceful
legato accompaniment. This is an underlying confident mood to support Temi’s views
and the knight’s confident demeanour, and contrasts with the seriousness of the war
situation that is depicted in the libretto and other instruments serious connotations. The
conflicting moods are reflected with contrasting musical ideas and methods. This
dichotomy is a common device through the entire score and libretto.

2.4 Felicia, Temi and Xbint

This is the first scene in which these three main characters, Felicia, Temi and Xbint, are
seen together. The plot of Wounding Song revolves around their interaction with each
other and with the Slave, narrating how the developments of the war affect each of them.
Felicia and Xbint have both been responsible for Temi’s upbringing, Felicia as her
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mother and Xbint as her godmother. Temi is determined to join the knights and the
ensuing battle, a constant worry for the older women.

The three pivotal characters share extended family similarities, and therefore are
represented with closely related key centres. The key signature indicates A major/ F#
minor, and the harp supports this by applying the tetrachords generated from the F# pure
minor scale.

Table 7. Tetrachords generated from the F# pure minor scale

Tetrachord 1:

F#

G#

A

B

Tetrachord 2:

G#

A

B

C#

Tetrachord 3:

A

B

C#

D

Tetrachord 4:

B

C#

D

E

Tetrachord 5:

C#

D

E

F#

Tetrachord 6:

D

E

F#

G#

Tetrachord 7:

E

F#

G#

A

Example 24. Felicia, Temi and Xbint, bars 1-4; harp playing tetrachord 1

This key centre was chosen to provide a “neutral” starting point for the scene, the pure
minor scale contrasting to the melodic or harmonic variant. Xbint continues her non-
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committal approach, not revealing too much of her background or fears. Her vocal line is
presented in the pure minor scale, keeping well within the tonal centre established by the
orchestra. Deviations from the pure minor form indicate the conflicted feelings of Temi
and her mother (Felicia) and about the situation.

Temi’s optimistic outlook and excitable emotions continue from the previous scene, this
time in the relative major (A) of F# minor. If Xbint and the harp represent the neutral
aspects of the scene, Temi’s positive outbursts provide a contrasting harmonic and
melodic counterpoint. Felicia’s tonal centre revolves around F# melodic minor,
combining the overtones of the minor scale with that of its major counterpart. This tonal
centre lies midway between the neutral stance of Xbint and the exuberance of her
daughter to reflect Felicia’s more moderate disposition.

Example 25. Felicia, Temi and Xbint, bars 5-6; Xbint with harp

During Xbint’s melody (bars 1-13) the harp provides the harmonic structure and plays
the tetrachords shown in Table7. In the above Example 25, bars 5 and 6 contain the
tetrachords 1 and 4 respectively.
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Example 26. Felicia, Temi and Xbint, bars 17-20; Felicia with guitar, both using the
melodic minor scale

This example foreshadows the scene where Temi is shot to set a foreboding anticipation.
The guitar and timpani play a variation of the rhythmic pattern associated with her heroic
and tragic scene in section 6.1. The harmony uses tetrachords 4 (bars 17-18), 5 (bar 19)
and 1 (bar 20) from the melodic minor scale.

Felicia’s uncertainty and apprehension are associated with the melodic minor scale.
Traditionally, in diatonic harmony, the sixth and seventh degrees of the melodic minor
scale are raised while ascending. This has been applied differently to represent Felicia’s
shifting moods and her anxiety. During this scene, the seventh degree is often raised
while keeping the sixth natural. The raised sixth (D#) appears sparingly throughout the
vocal line and harmony (see examples 27 and 28).
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Example 27. Felicia, Temi and Xbint, bars 17-18; violin using a raised seventh (E#) but a
natural sixth (D) in the harmony

Example 28. Felicia, Temi and Xbint, bars 41-42; raised sixth and seventh tones of the
F# melodic minor scale

The established harmony for the three characters remains unchanged to the end of the
scene. Bar 56 marks the start of the trio, each character singing within their own set tonal
medium. This section combines the three different but related tonalities: A major with F#
harmonic and melodic minor scales. The dissonances reinforce the existence of their
different opinions, while the harmonic closeness of the scales emphasises their
similarities and the deep bonds they share. During the final trio section, the wind
instruments shadow each woman, applying the scales associated with each of them (flute
for Temi and Felicia, oboe for Xbint).
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The scene ends with both the older women pleading with Temi to change her mind and
not join the fighting.
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Chapter 3
3.1 Corpus Christi

This scene reflects religious significance of the conflict and the devotion of the Maltese
people to the Catholic faith. During the actual siege, despite the risk of attack, Grand
Master Jean Parisot de la Vallette insisted on the celebration of the feast of Corpus
Christi. The Grand Master’s insistence on allowing the religious feast to take place
would have been a great galvanising force for the defenders.

F# harmonic minor is the tonality assigned to represent the procession of the Maltese
who make up the choir. This key centre is a continuation and development of the
previous scene’s tonality and, with the Phrygian major scale, is associated with the
Maltese nation and its people. Felicia and Xbint are part of this, which allows for a closer
examination of their predicament. The shared tonality is a link between the two women
and their people.

The Dorian mode was assigned to represent the Catholic/religious elements of the opera
and is used here for the melody of the Chaplain (B Dorian).

The scene opens with the string instruments preparing the way for the Chaplain and
choir. The violin plays the lead melody, which in turn is answered by the cello and viola.
This is the exact melody that the Chaplain and choir sing.
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Example 29. Corpus Christi, bars 3-6; F# melodic minor. Scene opens with the string
section

Example 30. Corpus Christi, bars 13-14; Chaplain and choir singing the melodies
introduced by the strings in Example 29

Chimes (bells) are the only accompaniment during this section, evoking the
unaccompanied Gregorian chant and its monastery bell association. The time signature
of 3/4 was used for most of the religious scenes to symbolise the significance of the
Trinity in the Catholic faith.
The procession is interrupted by Temi’s show of religious devotion as she exhorts her
fellow Christians to take up the Blessed Sacrament. She has complete confidence that her
God will protect her and her country. The tonality immediately reverts to A major,
noting Temi’s positive and youthful confidence. The harp accompanies her, playing the
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tetrachords built on the A major scale. In bar 22 the harp begins with a tied tetrachord
from the previous bar (tetrachord 1 in A major). Bar 24 contains tetrachord 5 in A major.

Example 31. Corpus Christi, bars 22-25; Temi and harp

The rest of Temi’s melody proceeds in the same positive vein, accompanied only by the
harp until near the end, where the chimes and timpani prepare for the Sanctus. Her
melody continues in the higher register, again reinforcing her youth. This contrasts to the
“darker” mood of the more complex harmony set by the procession.

Example 32. Corpus Christi, bars 27-30; example of melody in higher register

The Sanctus is customarily translated thus:
Holy, Holy, Holy, Lord God of Hosts; Heaven and earth are full of your glory. Hosanna
in the highest.
In Wounding Song, tetrachord theory was applied for the Sanctus melodies.

54

Table 8. Tetrachords generated from the C# Phrygian major scale

Tetrachord 1:

C#

D

E#

F#

Tetrachord 2:

D

E#

F#

G#

Tetrachord 3:

E#

F#

G#

A

Tetrachord 4:

F#

G#

A

B

Tetrachord 5:

G#

A

B

C#

Tetrachord 6:

A

B

C#

D

Tetrachord 7:

B

C#

D

E

Maintaining the current tonal centre of A major/F# minor, the Sanctus melodies used the
C# Phrygian major scale, built on the 5th degree of the F# harmonic minor scale. Only
the 1, 3 and 5 tetrachords were used, and their application differed from what had gone
before. The tetrachords were used melodically, similar to how they had been used by the
ancient Greeks, and in Eastern makams.

The examples below are the soprano, alto, tenor and bass parts.

Example 33. Corpus Christi, bars 35-36; tetrachord 1 (C#, D, E#, F#)
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Example 34. Corpus Christi, bars 51-54; tetrachord 3 (E#, F#, G#, A)

Example 35. Corpus Christi, bars 40-41; tetrachord 5 (G#, A, B, C#)

For the first part of this scene the soprano and tenor sing one melodic line, separated by
an octave, and the alto and bass voices sing another, also separated by an octave. This
format changes when the Sanctus begins at bar 33, with the bass now singing a third line.

Each voice follows its own melodic contour, forming a polyphonic web. This continues
to the end of the scene until the Chaplain concludes with his unaccompanied monologue.
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3.2 Starkey and Montaigne

The religious overtones continue through this scene as Starkey, the representative of the
Knights of Saint John and Grand Master La Vallette’s spokesman, opens the scene with a
declaration that the feast of Corpus Christi will continue while Fort Saint Elmo still
burns. He reminds himself, his fellow knights and the Maltese people of their faith in
God to draw strength and courage from them.

Where Starkey is the epitome of composure and strength, Montaigne, in strong contrast,
reveals the confusion and pain of war. He represents the chaotic and panic-stricken
thoughts of the besieged soldiers at Saint Elmo.

This continues from and is linked by chimes to the Corpus Christi. The B Dorian, the
scale that represents the religious devotion of the knights, was a natural scale to use for
Starkey. This tonal medium was contrasted with the use of the serial technique to
represent Montaigne and what he symbolised.

Starkey’s opening passage in bar 3 uses the B Dorian mode in free form, not restricted to
tetrachord groupings. Triple meter reinforces the religious elements and stately manner
associated with Starkey; large intervals were used sparingly in the melodic construction
as a further means of adding comment to Starkey’s character and his standing in the
knightly order. This was accompanied by two contrasting harmonic configurations: the
guitar plays the B Dorian tetrachord harmony; however, the harp plays the tetrachords
generated from the 12-tone row. This underlying disharmony symbolises the
undercurrent of chaotic events lying beneath Starkey’s words.
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Example 36. Starkey and Montaigne, bars 3-6; Starkey’s free use of the B Dorian mode
is accompanied by the guitar, playing tetrachord 1 from the B Dorian, and the harp,
playing tetrachord 1 from the 12-tone tetrachord set.

Example 37. Starkey and Montaigne, bars 6-9; bar 7 contains chord 5 in the guitar and
chord 2 in the harp

Table 9. B Dorian Tetrachords
Chord 1:

B

C#

D#

E

Chord 2:

C#

D#

E

F#

Chord 3:

D

E

F#

G#

Chord 4:

E

F#

G#

A

Chord 5:

F#

G#

A

B

Chord 6:

G#

A

B

C#

Chord 7:

A

B

C#

D#
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Table 10. Tetrachords generated from the 12-tone row, O1
Chord 1: E

A#

F#

C

Chord 2: G

C#

A

D#

Chord 3: B

F

D

G#

The accompaniment remains in the background until bar 14 where the harp plays an
arpeggiated chord that foreshadows the panic-stricken Montaigne. This phrase increases
in regularity to bar 21 where the string section supports the harp, using the same
sequence of notes.

Example 38. Starkey and Montaigne, bars 13-16; the sequence in bar 14 uses tetrachord
1 from the 12-tone row, and bar 16 uses tetrachord 2

Bar 24 is the culmination of a crescendo that leads into the agitato section and
Montaigne’s dialogue. At bar 25 the agitato section is heralded by the crash cymbal, an
increase in tempo (from 88 to 104 beats per minute) and a dynamic instruction of forte.
The scene has dramatically changed from the more sedate and majestic to the chaotic and
panic-stricken.
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Example 39. Starkey and Montaigne, bars 21-24; the gradual increase in tempo and
dynamic, culminating at bar 24

The character Montaigne was one of the soldiers defending Fort Saint Elmo. The
conditions were horrendous, as the Turkish forces had been raining a continuous barrage
of cannon fire onto the besieged fort. The losses had taken their toll but de Vallette had
been evacuating the injured soldiers and replacing them. The reinforcements,
unbeknownst to the Turks, had been crossing the harbour from Fort Saint Angelo under
the cover of nightfall. Saint Elmo was expected to fall in a short time, but held on for
over three weeks (from the end of May to the 23rd of June, 1565). On the 8th of June the
knights sent a message to de Vallette that they could not hold on any longer. In
Wounding Song, Montaigne also acts as the courier.

Montaigne represents the chaotic thoughts, emotions and circumstances faced by the
soldiers at Fort Saint Elmo. A number of musical devices show the contrast in the
character that Starkey represents. Starkey sings using the B Dorian mode, but
Montaigne’s melody is set to the 12-tone pitch set. Montaigne’s melody is more
rhythmically inconsistent than Starkey’s, the phrasing not following the contoured
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structure used by the latter Knight. There are also large intervals in the melody that
project Montaigne’s growing panic and that throughout Fort Saint Elmo.

Example 40. Starkey and Montaigne, bars 25-28; Montaigne’s melody containing
irregular phrase lengths and larger intervals, in comparison to Starkey’s melody. This
sample employs the first four notes of the 12-tone row (E, A#, F#, C).

The accompaniment contributes to the general tumultuous mood of the scene. The strings
and guitar play their own motifs, rhythmically unrelated to the melody. However, they
do employ the 12-tone row, which contributes to the chaotic mood already created by the
melody.

Example 41. Starkey and Montaigne, bars 37-40; the entire score is included to show the
variety of melodic fragments from the different instruments. Harmonically, each
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instrument plays the 12-tone row, yet the contrast in the rhythmical application supports
the unrest and anxiety behind Montaigne’s verse.

From this point Montaigne becomes more animated and desperate as he relates the
horrific conditions his men are forced to endure. His graphic depiction of events is
increasingly supported by the orchestra, each instrument seemingly at odds with the rest
of the music. The entire orchestra combines into one voice at bar 53, playing a
semiquaver chordal progression. This rapid succession of semiquavers has been heard
earlier and is associated with the deaths during the conflict, symbolised by Temi’s
impending death.

Example 42. Starkey and Montaigne, bars 53-56
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In this example, the guitar repeatedly plays the three tetrachords in succession. This
figure, supported by the rest of the orchestra, prepares for Starkey’s response to the plea
from Saint Elmo.

The response is well measure and controlled, reverting back to the B Dorian mode both
melodically and harmonically. The semiquaver motif continues, but more sparingly, in
the strings and wind instruments. The guitar supports this but also interjects with the
triplet/semiquaver motif heard earlier.

The next notable change is at bar 63, where the music creates a melancholy mood,
reflecting Starkey’s pain and difficulty in refusing the plea of the soldiers at Saint Elmo.

Example 43. Starkey and Montaigne, bars 65-68; change in mood for Starkey’s response

Montaigne answers with one more plea but is resigned to his fate as Starkey closes the
scene by putting his own faith in God. The music toward the end of the scene includes a
foreshadowing of Temi’s end using fragments of her death scene, the chaotic serial
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motifs from Montaigne and the more passive elements that support Starkey’s faith and
demeanour.

3.3 Chaplain, Felicia and Chorus

This scene is a continuation and conclusion of the Corpus Christi (3.1). It also includes a
brief dialogue between the Chaplain and Felicia. The Chaplain then leads the
congregation in a prayer for Felicia’s lost husband.

The choir begin the scene in F# harmonic minor, the Chaplain sings in B Dorian and
Felicia responds in F# melodic minor. The three voices of this scene continue with the
same tonal centres established in the Corpus Christi.

The orchestra plays a secondary role during the most part of the scene. The tonality is
chosen to support each voice. In bar 14 the flute plays the five-note triplet figure that
represents the blood theme. This accompanies the words of the choir:

This is my body.
This is my blood.

The scene ends with Felicia’s final prayer that her daughter, Temi, will change her mind.

3.4 Slave Trader
This scene is set in a Maltese village. A slave trader enters, selling his wares. The Slave
has an important but elusive role in the lives of the main characters, particularly Temi.
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From the opening scene the Slave’s background, religion and even gender are unclear.
He seems to float through the chaotic circumstances confronting everyone yet remaining
untouched by it all.

The elusive quality that was desirable for the Slave was achieved through a number of
methods; these include chords built on fourth intervals. Without a recognizable third to
complete the triad, the chord does not serve the same function that it would under a
traditional diatonic medium but rather is tonally ambiguous.

The previous scene had been in A major/F# minor, this scene modulates to G major/E
minor. Advancing on the E minor tonality, B Phrygian (built on the fifth degree of the E
harmonic minor scale) was arranged in trichords built on fourth intervals. This system
generated seven trichords, with some of the chords containing perfect fourth intervals
and others containing diminished 5th or augmented fourths.

Table 11. B Phrygian major organised as fourths

Trichord 1:

B

E

A

Trichord 2:

C

F#

B

Trichord 3:

D#

G

C

Trichord 4:

E

A

D#

Trichord 5:

F#

B

E

Trichord 6:

G

C

F#

Trichord 7:

A

D#

G
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This organisation of the scale differs from the previous tetrachord method, but its
application in the score is similar to scales used in the rest of the opera.

The opening bars immediately implement the trichord system, with fourths dominating
the musical landscape.

Example 44. Slave Trader, bars 1-5. Roman numerals indicate trichords from table 11.
In this example, the Eye motif opens in the first bar and continues throughout the scene,
reinforcing the eclectic religious beliefs and superstitions that pervade the opera. The
arpeggiated chords from the harp emphasise the fourth intervals and allow the texture to
set the mood and qualities associated with the Slave.

As can be expected, the slave trader lacks a certain level of sensitivity towards his
“merchandise”, and he has an abrasive personality. To represent these qualities, his
melody uses awkward intervals. Example 44 featured augmented fourth /diminished fifth
intervals. The B Phrygian major scale was also used to show his close ties to the Maltese
people yet also highlighting the differences. The villagers sing their melody in E
harmonic minor (the scale that B Phrygian major was derived from).

Example 45. Slave Trader; bars 12-15
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The villagers’ response contains rhythmical elements that contrast with the melody used
by the slave trader.

The slave trader is trying to sell the slaves as lucky charms to the villagers. Their
response is that they don’t need any luck as they have God on their side. Any reference
to religion or God is stated in triplets, which draws parallels to the knights and Chaplain
earlier, and the doctrine of the Trinity.

Example 46. Slave Trader, bars 19-23; “temples” in crotchet triplets

Another rhythmical trait during the villager’s melody is the meter. The time signature
states 4/4 meter, yet the accompaniment and parts of the melody are in 3/4. The rhythm,
particularly in the guitar, foreshadows the end of the first act, where Maltese folk
musicians perform a traditional folk song. During this time the string section plays a
supportive role that complements the rhythm set by the guitar.

Example 47. Slave Trader, bars 16-21; guitar rhythm foreshadowing the Maltese folk
music later in the opera
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In this scene the villagers’ and fisherman’s superstitious and religious beliefs are
prominent. The accompaniment continually undermines the libretto with musical
comment that symbolises hidden meaning behind the spoken words.

Example 48. Slave Trader, bars 31-38; the score is quoted in its entirety to show the
various elements that combine to create the musical landscape

In bar 31, the Fisherman speaks of the watchful eye as the timpani, guitar and string
section play the Eye motif (pairs of semiquaver notes). This motif is very similar to
Temi’s death theme where the scene (6.1) begins and ends with a semiquaver figure.

Running simultaneously with the eye/fate motif are triplets (bars 32-33) that symbolise
the Catholic beliefs of the Maltese people. This dichotomy of seemingly opposing views
is melded musically to symbolise the traits of the people involved. Finally, in bars 36-38,
the guitar plays the 3/4 rhythm associated with Maltese folk music.
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The numerous elements in this scene are represented musically with corresponding tonal
scales arranged using the tetrachord method applied throughout the work. Example 48
contains tetrachords from the B Phrygian major, chord 1 in bar 31 (guitar and harp),
chords from the A Dorian mode in bars 32-33 (the Wife, supported by the guitar and
strings) and E harmonic minor tonality in bars 34-38 (villagers, supported by the guitar).

This short sample of eight bars shows the eclectic mix of ideas used in the entire opera.
The different musical ideas are treated with similar methods to create a balanced and
unified whole. Often the musical motifs will clash, but this is intended and supports the
mix of beliefs, views and personalities of the characters.

Bars 39-42 symbolise an important character development for Xbint. Her melody has
been strictly based on the pure minor. This was intended to hide her secret that she is of
Muslim faith. As the battle reaches a breaking point, the pressure affects everyone
differently; and the effect on Xbint is represented musically in these four bars. At bar 39
her melody is in E pure minor, but the pressure of the situation alters the accompaniment
and her own tonality by modulating to tetrachord 1 of B Phrygian major (bar 42). This
represents closer ties to the Middle Eastern part of her heritage and supports the point
made earlier in section 1.3 about the use of pre-existing makams to create tetrachords
that are used for melodic and harmonic purposes.
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Example 49. Slave Trader, bars 39-43; modulation from E pure minor to B Phrygian
major, bar 42, tetrachord 1 (B, C, D#, E)

The rest of the scene touches on the mix of emotions affecting Felicia. She laments her
friend’s loneliness, then chastises Temi and finally attacks the Wife for purchasing the
Slave at these difficult times. Her accompaniment and melody remain within the E
melodic minor tonality. Felicia’s question ends on the tone “B”; in traditional diatonic
harmonic principles this is the dominant of E minor and leaves the musical phrase
unfinished. These kinds of devices exist throughout the entire opera.

Example 50. Slave Trader, bars 54-57; Felicia’s question ending on the dominant of E
minor
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At bar 62, in a short section where the Slave speaks to Temi; this temporarily modulates
to B Phrygian major. The last modulation reverts to A Dorian, reverting to the Wife’s
tonal centre introduced earlier in bar 32.

3.5 Ghana Session

The first half of the opera closes with the local villagers taking part in a Maltese folkmusic session. The music is a direct quote of a traditional ghana theme.

Ghana (pronounced “ah-na”) is the term used by the Maltese people when referring to
their folk music. The exact origins of ghana are obscure, but there exist many similarities
with other Mediterranean musical cultures, such as Northern Africa, Spanish and Arabic
cultures. Ghana is performed today in Malta and other parts of the world, including
Australia (Attard, 2000).

It is a music traditionally performed by farmers, labourers and peasants. Similar to other
forms of folk music, little is written down; rather, the music is communicated by oral
tradition among friends and family.

Singers gather around in a rough circle formation and take turns in singing about a
particular topic. Any topic is viable and very often politics dominates the
discussion/debate. The style, meter and key signature of the music follows rules
depending on the subject matter.
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The instrumental accompaniment for ghana usually consists of two or more guitarists,
but previous to World War II other instruments were used; for example:

Iz-Zaqq:

a form of bagpipes.

Ir-Rabbaba:

friction drum.

It-Tambur:

kettledrum or tambourine.

L-Argunett:

mouth organ or mouth harp.

Accordion:

used occasionally in contemporary times (Casha, 10).

Today the main accompanying instrument is the guitar (Attard, 2000). Guitarists
typically play interludes or solos in between sung melodies. The solos and sung melodies
are traditionally improvised, and there is a certain level of virtuosity required and
expected. The singers and guitarists gain renown for their abilities, and their individual
styles are recognised by ghana enthusiasts.

The harmonic structure for the entire opera is derived from the melody and
accompaniment used in this scene. E minor is a common key for this specific folk tune;
and is part of the reason it was used as the key centre of Wounding Song.
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Chapter 4
4.1 Slave Aria II

In an almost identical opening to the first Slave aria, this scene begins with Xbint
seemingly searching for something or someone, possibly for a place to hide. Similarly,
the oboe heralds her entrance with her theme in G minor, originally presented in E
minor.

The accompanying rhythm maintains the 3/4 time signature from the previous scene.
This contrasts to the original time signature of 4/4, when Xbint’s theme was introduced.
This transmutation of the original theme suggests the flow of time advancing relentlessly
forward and carrying Xbint towards her destiny. In the first instance time was more
static, and her theme reflected this. The first few bars of both Slave arias are quoted here
to show contrasting representations of the same theme.

Example 51. Slave Aria I, bars 9-12; Xbint theme from 2.2 (4/4 time signature)

Example 52. Slave Aria II, bars 1-6; Xbint theme from 4.1 (3/4 time signature)

The harmony, provided primarily by the guitar, maintains G pure minor, in keeping with
Xbint’s hidden identity. The chords are presented in a combination of traditional triadic
structure and chords built on fourths. This reinforces the uncertainty of what the future
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holds, and references to earlier parts of the opera, where fourths were used to represent
the characters’ mystical and paganistic beliefs.

Bar 13 heralds the exit of Xbint and the entrance of the Slave. As in the first Slave aria,
the clarinet is given the role of introducing the Slave. The continuation of the 3/4 time
signature and faster tempo supports the inevitable progression of time and increased
momentum of events engulfing all.

G Phrygian major is the key in which the Slave’s theme is introduced. This modulation
from G minor contains two changes that completely alter the harmony and subsequent
tonal landscape. The B is naturalised and the A flattened, shifting the key centre from G
minor (Bb major) effectively to C minor (Eb major) with a raised seventh (B). This
modulation dictates the harmony used by the accompaniment.

From the outset, the Slave’s identity is uncertain: his religion, role and gender are
unclear. Bars 13-23 reflect on the ethereal qualities that the Slave represents. To capture
this, various methods are used in these ten bars. The G Phrygian scale provides a
harmonic basis, but its application draws on different methods already used in the opera.

The Phrygian scale was organised into three separate chordal groups: tetrachords,
trichords built on intervals of the fourth and the more traditional triadic chordal system.
This combination of the Phrygian scale with its East/West ambiguity and chordal
construction, specifically the chords built on fourths, reinforce the ambiguous nature of
the Slave.
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Table 12. G Phrygian major in tetrachord formation

Tetrachord 1:

G

Ab

B

C

Tetrachord 2:

Ab

B

C

D

Tetrachord 3:

B

C

D

Eb

Tetrachord 4:

C

D

Eb

F

Tetrachord 5:

D

Eb

F

G

Tetrachord 6:

Eb

F

G

Ab

Tetrachord 7:

F

G

Ab

B

Table 13. G Phrygian major organised as fourths

Trichord 1:

G

C

F

Trichord 2:

Ab

D

G

Trichord 3:

B

Eb

Ab

Trichord 4:

C

F

B

Trichord 5:

D

G

C

Trichord 6:

Eb

Ab

D

Trichord 7:

F

B

Eb
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Table 14. G Phrygian major in traditional triadic formation

Triadic tetrachord 1: G

B

D

Ab

Triadic tetrachord 2: Ab

C

Eb

G

Triadic tetrachord 3: B

D

F

Ab

Triadic tetrachord 4: C

Eb

G

Bb

Triadic tetrachord 5: D

F

Ab

C

Triadic tetrachord 6: Eb

G

B

D

Triadic tetrachord 7: F

Ab

C

Eb

Example 53 shows the application of the chords derived from the G Phrygian major
scale. Tetrachords, trichords built on fourths and traditional triadic chords were all used
in the guitar and harp accompaniment.

Bar 13: Trichord (fourths) 1
Bar 14: Tetrachord 2
Bar 15: Trichord 5
Bars 16-17: Triadic tetrachord 1
Bar 18: Triadic tetrachord 2

Example 53. Slave Aria II, bars 13-18; chordal structures developed from the G Phrygian
major scale
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At bar 20, immediately before the Slave theme, the harmony resolves to a G minor
chord. This is at odds with the Slave’s tonality, the G Phrygian scale (containing a B
natural, which is dissonant to the G minor chord). This highlights the role of the Slave,
existing at odds with his surroundings and predicament yet somehow being untouched by
his situation.

The aria proceeds in quasi-recitative style to minimum accompaniment: a drone from the
synthesiser and melodic embellishment from the clarinet. Wounding Song contains
strong references to the Eye and its role in overseeing the events surrounding the Maltese
people. Musically the eye motif is two staccato notes, in quaver or semiquaver rhythm,
and is used to emphasise the reference to the watchful eyes that are all over Malta.

Example 54. Slave Aria II, bars 31-35; Eye motif in bars 33-34 (clarinet)

At bar 43 the Slave begins the section where he declares that he has found God within
himself. To represent this development in his persona the Phrygian mode modulates to G
minor, creating a more consonant harmony. During this section the orchestra gradually
increases in intensity, playing a supportive role until bar 58, where the time signature
changes to 4/4.
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The next 20 bars do not have any harmonic modulations; the accompaniment, provided
by the harp, guitar and synthesiser for the most part, alternates between two simple
chords (G, D, G and G, D, Ab). The Slave’s melody continues using the G Phrygian
major scale. This whole section is a crescendo until bar 78.

The 4/4 time signature is supported with the guitar and harp, but the cello distorts the
regularity of rhythm by introducing a countermelody to the Slave in 5/4 meter, and
playing in G Phrygian major. The violin and viola play a secondary role in harmonising
the cello, but remain within the 4/4 time signature with the rest of the orchestra.

Example 55. Slave Aria II, bars 61-65; Cello in 5/4 meter, contrary to the 4/4 time
signature

Bars 79-93 represent a slight pause in the drama as the Slave reflects and reaffirms his
ability to escape the reality of the situation through his faith.

Bar 94 marks a change in the meter and the start of the build-up to the climax of the
scene, which is war. The time signature remains 3/4, but the harp and synthesiser
introduce a 7/8 meter, created with accents, that eventually crescendos to bar 101, the
middle and musical peak of the scene, using complexity towards climax. Harmonically
and melodically, the orchestra continues within the G Phrygian tonality.
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Example 56. Slave Aria II, bars 96-100; harp and synthesiser introduce 7/8 meter

The next section represents a graphic description of the war. The Slave is observing the
battle from afar, and his description is reflected in the rhythm and harmony of the music.
The repeated fast-note melodic phrase in the harp and synthesiser represents the
continuous bombardment and fire inflicted on the soldiers, while the chordal stabs reflect
the flash of explosions piercing the night.

Example 57. Slave Aria II, bars 101-104; orchestra accompanying the Slave’s
description of the battle

This section, founded on the seven-note phrase on the G Phrygian scale, is the climax of
the scene. The phrase is divided into two parts; a four-note and three-note sequence. The
chordal accompaniment supporting this uses the tetrachords generated from the Phrygian
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scale. In example 57, bars 101 and 103 feature tetrachord 5, while bars 102 and 104
feature tetrachord 1. Both tetrachords appear in alternate inversions of the original chord.

At bar 109 the rise in intensity is highlighted by a modulation shift by a tone, raising the
original phrase and harmony to A Phrygian major. The chordal stabs from the harp are
reinforced by the strings and wind instruments, the percussion also lending its support.
The dynamic marking at this stage, the highest dramatic point of the scene, is fortissimo.

Bar 115 introduces a fast semiquaver scale passage in the harp and oboe, which is later
taken up by the guitar. This marks the beginning of the final section of the scene and the
ending of the Slave’s climactic description. The guitar contributes to the chaos by
including the chord stabs developed from the 12-tone row pitch set. These start at bar
115, with the scale passage shown in Example 58.

Example 58. Slave Aria II, bars 117-120; scale passage towards the end of the climax of
the scene

Example 59. Slave Aria II, bars 113-116; chord 1 on bar 115 and chord 2 in bars 115-116
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C F# D G# D# A F B G C# A# E

Figure 10. The O12 Row of the Pitch Set. The chords in Example 58-59 are generated
from this set.

In the next 16 bars, the Slave reflects on the loveless life of the knights, chastity being
one of their vows. He comments about their lives containing a dark path to God. This
section is a sombre reflection about the different beliefs and the misunderstanding that
exists on both sides of the religious conflict. Both sides think they are different but are
actually similar. The melody has remained, using the A Phrygian scale, but the harmony
is using a more traditional triadic form of accompaniment.

Example 60. Slave Aria II, bars 133-138; Phrygian scale accompanied by traditional
triadic chord forms

The battle continues to rage from bar 140 but at a different pace. The guitar sets the
scene with a simple quaver accompaniment. Harmonically, the music is almost static,
remaining on the G minor chord for extended periods, with Eb minor and C minor
chords. The Slave has reverted to G harmonic minor as his voice. This signifies that he is
comparing Mustafa’s men with the knights and sees many similarities. The Islamic faith
and Christianity aren’t as different as imagined, and the Slave’s recognition of this puts
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him also on similar ground. The harmonic minor scale is a key musical element and is
used to represent both sides in the conflict.
Despite this return to harmonic minor harmony, there still exist uncertainties in the
Slave’s thoughts; these are reflected in occasional chromatic alterations to the standard
scale. Example 61 gives us two instances of this fluctuation in tonality.

Example 61. Slave Aria II, bars 154-158; F natural, signifying pure minor

Example 62. Slave Aria II, bars 159-163; B natural and a return to F#, signifying
Phrygian major

For a short passage (bars 164-169) the Slave reverts back to D Phrygian major, denoted
by the raised seventh (C#). Bars 170-171 return to a more consonant sound by
naturalising the C before modulating to G Phrygian (bar 175), which in turn modulates to
C minor, concluding the scene.

This is an important scene as it raises many questions about the leaders, their soldiers
and the religions that are the cornerstones of the conflict. The similarities and differences
are compared and commented on, both textually and musically. The battle has begun and
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the rest of the opera puts focus into how the characters are affected by this upheaval in
their lives.

4.2 Xbint and the Slave

Xbint and the Slave are linked together by sharing similar circumstances. Both are
Muslims in a hostile environment. Xbint has managed to keep her religion a secret all her
life, and the Slave manages to continually escape captivity; though, on the small Island,
remaining hidden and free is challenging. In this scene the Slave attempts to convince
Xbint to run away with him; it is unclear whether he means metaphorically, physically or
both.

The scene begins in the key of C minor, where the previous scene ended. This entire
scene is a secret meeting between Xbint and the Slave, both realising that they share a
similar faith. The musical representation initially highlights the differences between the
two characters, but gradually reveals the similarities. This is achieved by each character
appropriating the other’s tonal medium-in effect, joining them almost to one being. From
the outset, the tonality for both characters is closely related: C harmonic minor and G
Phrygian major, the latter scale derived from the former. Table 15 shows the C harmonic
minor scale tetrachord derivations.

Table 15. C Harmonic Minor

Tetrachord 1:

C

D

Eb

F

Tetrachord 2:

D

Eb

F

G
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Tetrachord 3:

Eb

F

G

Ab

Tetrachord 4:

F

G

Ab

B

Tetrachord 5:

G

Ab

B

C

Tetrachord 6:

Ab

B

C

D

Tetrachord 7:

B

C

D

Eb

The scene opens with Xbint immediately lamenting her plight as she prays to God.

Example 63. Xbint and Slave, bars 1-8; opening bars of “Xbint and the Slave”

In bars 1-4 and 7, the guitar plays chord 5 from the C harmonic minor scale tetrachord
set. Bars 5 and 6 contain chord 1, and bar 8 contains chord 3.The harp plays the same
chords in block-chord formation.

The clarinet plays a simple semiquaver melody, representing the Slave watching Xbint in
secret, and is a variant of the Slave’s theme. At bar 6, the oboe begins the theme
associated with Xbint.

Xbint’s melody represents her sadness and fear. The phrases are all similar in length;
gradually, however, they slow down, and longer notes are used towards the end of the
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section. This lengthening of syllables coincides with her facing the reality of her possible
death. Another interesting feature is the use of triplets when she mentions Allah, which
draws parallels to the knights’ use of triplets when referring to their God.

Example 64. Xbint and Slave, bars 18-21; guitar playing triplets when Xbint sings about
Allah

These final four bars of Xbint’s initial prayer show the lengthening of each syllable in
comparison to Example 63. Accompaniment is provided by the guitar using tetrachords 5
and 1.

The Slave’s immediate response shows the differences between the two characters at this
point. The first obvious difference is the change in time signature to 5/4. The modulation
to G Phrygian major harmony is not that large a leap, but the application of the scale
differs from the tetrachords used for Xbint’s verse.

The Slave’s elusiveness transcends his surroundings and, as previously, chords built on
fourths become the harmonic underpinning.
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Table 16. G Phrygian major organised as fourths

Chord 1:

G

C

F

Chord 2:

Ab

D

G

Chord 3:

B

Eb

Ab

Chord 4:

C

F

B

Chord 5:

D

G

C

Chord 6:

Eb

Ab

D

Chord 7:

F

B

Eb

Example 62 shows the use of chords built on fourth intervals to represent the elusiveness
that the Slave’s role requires.

Bar 25: guitar, chord 4.
Bar 26: guitar, chords 2 and 4; harp, chord 2.
Bars 27-28: guitar and harp, chords 5 and 1.

Example 65. Xbint and Slave, bars 25-29
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The final bar in this extract includes a subtle shift to C harmonic minor tonality. This
coincides with the Slave’s comparison of the similarities between the two religions and
their names for God. The Maltese call God Alla; the Arabic term is Allah. This shifting
to Xbint’s tonal medium is an important development in the advancement of both
characters, hinting at Xbint’s Muslim identity and the Slave’s centring on Muslim faith.

This response by the Slave invokes anger from Xbint. She maintains the C harmonic
minor tonality but her melody reflects the anger and fear she is feeling. In her previous
dialogue the melody was slow and included notes of longer time value. The tempo has
increased to 112 crotchets per minute and is marked allegro. Coupled with this increase
in tempo are the shorter syllables and faster passages, which also contain large intervallic
leaps.

The accompaniment also supports the agitation Xbint is expressing. The strings play a
staccato figure punctuated by sustained tremolo, and the guitar harmonises with large,
awkward chordal rhythms. Example 63 shows how Xbint’s agitation is reflected in her
melody and the orchestra accompaniment. The harmony uses the tetrachords derived
from the C harmonic minor scale.
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Example 66. Xbint and Slave, bars 36-41; Xbint’s angry response to the Slave

The Slave responds in G Phrygian, and keeping the tempo set by Xbint. A change occurs
at bar 48, where Xbint responds to the question put to her by the Slave: “… you are
worried about death, but why?” The demeanour of the scene changes, and the tempo
slows to 88 crotchets per minute and has the instruction of andante. The dynamic
instructions change from forte to piano and the orchestra’s role becomes a minimum
chordal accompaniment.

Xbint’s response remains in the same tonal medium as that used for the Slave, G
Phrygian major. She is finally about to reveal her secret of being a Muslim, and the
music expresses this through the subtle change from C harmonic minor to the Phrygian
mode which links her to makam tonality.

At bar 57 she gains confidence, as if a great weight had been lifted from her shoulders.
She declares her belief, as the tempo increases in speed again and the dynamic
instruction becomes forte. Despite this confidence, the time signature alternates between
7/4 and 5/4, showing her awkwardness and insecurity at revealing her secret. Similar to
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the earlier parts of this scene, the melody dictates the harmonic content. Xbint has faced
her future and is convinced the Turkish forces will overcome Malta and the knights. She
will be either killed by the Turks or revealed as a Muslim and lose the trust of all her
friends. She feels trapped and is looking for an escape.

The Slave attempts to talk Xbint into escaping with him. The music reverts to the chords
derived from fourth intervals, but still maintains the G Phrygian major scale. This is a
similar chordal application to the previous scene.

Example 67. Xbint and Slave, bars 82-87; G Phrygian arranged in fourths and applied
through various parts of the orchestra

Through bars 90-96 there is a return to the tetrachord harmony, while the Slave claims
that Mustapha and the Turkish forces have been defeated. This immediately reverts back
to chords in fourths from bar 97 to the end of the scene as the Slave returns to his attempt
to convince Xbint to escape.

In bar 91, the harp’s five-note figure (a semiquaver triplet and two semiquavers) appears
more frequently as the battle proceeds; this figure is associated with the build-up to the
climax of the opera and subsequent end of the battle. The triplet figure also links
religious symbolism of the Holy Trinity and has been used throughout the opera. This
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phrase is taken up by other parts of the orchestra and becomes more important as the
story evolves.

Example 68. Xbint and Slave, bars 88-92; five-note triplet figure in bar 91 and 92

This scene focuses on the subplot of Xbint’s and the Slave’s predicament. While “larger”
and “more important” matters are progressing, the lives of the individuals are all affected
in different ways. This focus on the individual continues in the next scene where the
Wife is panic stricken about the disappearance of her husband.
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Chapter 5
5.1 Wife, Felicia, Starkey and Soldier

The previous scene ended with the Slave attempting to convince Xbint to escape with
him. Subsequently, the harmony consisted of chords built on fourths while implementing
C harmonic minor and G Phrygian scales. This scene contains a combination of
conflicting tonal harmonies, as several characters are interacting.

The last scene ended peacefully, with the Slave metaphorically escaping his situation;
this scene starts with a panic-stricken Wife looking for her husband. To represent this,
the scene begins with the triplet motif from the previous scene, representing the chaotic
elements of the war. The tempo instruction has changed to furibondo (frantic) at 96
crotchet beats per minute.

The 12-tone pitch set was used for both the melody and harmony to emphasise the
panicked state of the defenders. Row 10 from the pitch set was used, primarily because
the key signature states Eb and this tone row starts with Eb.

Eb A F B F# C G# D A# E C# G

Fig. 11. O10 from the 12-tone pitch set
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Example 69. Wife, Felicia, Starkey and Soldier, bars 1-4

The strings in the first bars play the complete 12-tone pitch set, cello (tetrachord 1),
violin (tetrachord 2) and viola (tetrachord 3). These first four bars show the chaotic state
of the Wife and the other characters caught in the conflict. The strings alternate between
the triplet and fast semiquaver figures, while the guitar and synthesiser play phrases
derived from the same pitch set, yet playing contrasting material. Wife’s melody uses the
same O10 pitch set but in a free style of application. Large intervallic leaps and irregular
rhythms are important elements of her melody.

In contrast, Felicia’s melody contains no large leaps and has a calmer, even, rhythmical
melody. The chaotic nature of the accompaniment remains similar, though the tonal
medium has shifted to C melodic minor, to signify Felicia’s involvement. The five-note
triplet figure appears more frequently in this passage and scene.
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Example 70. Wife, Felicia, Starkey and Soldier, bars 5-10

Bar 5 signifies the modulation to C melodic minor harmony in the strings, and
tetrachords 3, 1 and 5 in the cello, violin and viola respectively. The guitar modulates to
the same tonal medium on the final beat of bar 5, playing tetrachord 1.

Table 17. C Melodic Minor

Tetrachord 1:

C

D

Eb

F

Tetrachord 2:

D

Eb

F

G

Tetrachord 3:

Eb

F

G

A

Tetrachord 4:

F

G

A

B

Tetrachord 5:

G

A

B

C

Tetrachord 6:

A

B

C

D

Tetrachord 7:

B

C

D

Eb
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The string accompaniment alternates between the five-note triplet figure and the repeated
semiquaver figure implementing the C melodic minor tetrachord harmony. This is a
continuation of the foreshadowing of Temi’s ultimate death.

The dialogue between the Wife and Felicia is interrupted by a shift in scene towards
Starkey and the Soldier. This sudden shift emphasises the increase in tension and
inevitable surge towards the climax of the battle and opera. A dead body has been
brought to Starkey as a symbol of the losses the knights are enduring at Fort Saint Elmo.

The contrast between the two knights, the more experienced and the younger, is
represented with the choice of tonal mediums and rhythmical elements. Similarly to
earlier in the opera, Starkey employs the C Dorian mode, and the serial tone row is
assigned to the Soldier. The tempo is set at bar 14 with an instruction of moderato and an
alternating time signature of 3/4 and 4/4, creating a 7/4 meter that was used earlier in
conjunction with Starkey. The guitar sets the rhythmic pattern with an arpeggiated
application of the C Dorian tetrachords.

Example 71 highlights the contrast with the two characters. Starkey is well-controlled
and emits a calmer demeanour in comparison to the Soldier. The contrast is achieved by
the combination of harmonic and rhythmic elements.
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Example 71. Wife, Felicia, Starkey and Soldier, Bars 21-36

The scene ends with the reference to the Eye in the strings as the Soldier refers to the
dead body as a sign from Mustafa that Fort Saint Elmo is lost.

5.2 Starkey and Villagers

As the pressure increases for the knights and the Maltese people, Starkey’s resolve
strengthens, yet the stress shows in this scene as he opens with an appeal to God. The
uncertainty of the outcome and the loss of lives leads Starkey to question his methods in
defending the Island.

The tempo has now increased to 116 crotchet beats per minute or 232 quaver beats per
minute. This faster tempo is a change from the stately pace at which the music supported
Starkey, and reflects his changing temperament and uncertainty.
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Rhythmically the time signature of 7/4 continues, but the guitar introduces a syncopated
rhythm that drives the scene with a stronger pulse. The only other accompaniment is the
cello, which plays a rhythmical supportive role to the guitar. In keeping with earlier
scenes, the tonal medium for this first section is C Dorian.

Example 72. Starkey and Villagers, bars 1-4

Starkey’s melodic phrases remain well measured, yet the increase in volume through the
dynamic instruction supports the increase in tension. Example 72 is marked mezzo forte;
this changes to forte at bar 13 and then to fortissimo at bar 17.

At this point we see the first real sign of Starkey’s increased tension and uncertainty. For
the first time his tonal medium modulates to the serial pitch set, both harmonically and
melodically. Pitch set row O12 is implemented.

C F# D G# D# A F B

G

C# A# E

Figure 12. O12 from the 12-tone pitch set

This row was used because the first pitch C relates to the C Dorian mode used earlier in
this scene. The melody for this section contrasts to the first few phrases. Not only does
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Starkey employ the pitch set in Figure 12, but there are larger intervallic leaps, along
with accented syllables that differ from the smoother phrases earlier. The time signature
changes to 10/8 as the pace of the opera increases towards the climax. Timpani add to the
momentum by supporting the accented guitar rhythm. The strings take on a more active
role, with the violin also accenting the strong beats of the melody and rhythm
accompaniment.

Example 73 shows the use of the 12-tone pitch set. Starkey’s melody uses the first 10
notes from the O12 tone row. The final two tones, A# and E, appear in the guitar at bar
22, completing the 12 tones required for the set.

Example 73. Starkey and Villagers, bars 18-22; Starkey employing 12-tone serial
tonality

Example 74. Starkey and Villagers, bars 23-27
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This example quotes the entire score to show the build-up to Starkey’s strong words.
When Fort Saint Elmo did eventually fall, Mustafa, one of the Turkish commanders,
beheaded the prisoners and sent them across the bay on mock crucifixes. The character
Starkey’s response is to behead the Turkish prisoners in his possession and to shoot the
heads back to the Turks using cannons.

The pitch of Starkey’s melody increases to the final bar with fortissimo (fff) as the
dynamic marking. The strings play a tremolo accompaniment that follows the contour of
the melody. The increased intensity of the music coincides with Starkey’s anger and
extreme response.

This immediately changes at bar 30, where Starkey takes hold of his emotions and
addresses the Maltese villagers, apologising for their losses and forced involvement. The
tempo changes to 96 crotchets per minute with a dynamic instruction of mezzo forte. A
more common time signature of 4/4 is employed. The tonal medium returns to C Dorian.

The Knights of Saint John were from aristocratic families and were often accused of
being aloof and out of touch with the common Maltese people, religion being the only
common denominator. The differences are exemplified by the rhythmic meter. As shown
in the ghana session, the Maltese theme used to generate the material for Wounding Song
employs a 3/4 time signature. During Starkey’s speech to the villagers the time signature
is 4/4, yet the accompaniment attempts to emulate the 3/4 rhythm of the original ghana
theme. This represents the knights’ attempt to connect with the villagers, although they
are still not fully accepted. Below is the original 3/4, ghana and Starkey’s 4/4 rhythm.
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Example 75. Ghana Session (3.5), bars 1-13

Example 76. Starkey and Villagers, bars 29-38; Starkey’s attempt to connect with the
villagers

What occurs next is an exchange between Starkey and the villagers, led by Felicia. The
villagers begin the response with the chant-like melody that was sung by Felicia in the
trio of 2.4. This section employs G melodic minor, in keeping with the tonality assigned
to Felicia. The modulation occurs at bar 39, during Starkey’s dialogue, shifting from C
Dorian to the fifth degree (G). In other words, the villagers also try to connect with the
knight’s Christian beliefs through the plainchant material.

The villagers are grouped soprano/tenor, with an interval of a sixth between them and
alto/bass, with an interval of an octave. Once this is established it continues in the
background as accompaniment for the dialogue between Starkey and Felicia. This
represents the thoughts of Felicia and the knights. Starkey and Felicia have been in a
very similar position previously and feel that history is repeating itself.
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Example 77. Starkey and Villagers, bars 49-56

The dialogue between Starkey and Felicia uses the G melodic minor for both characters
and represents Starkey’s attempts at rallying the villagers for the final confrontation and
hardships to follow. The scene continues with villagers, children and Felicia exchanging
their thoughts until the next change, where the Fisherman has accepted the challenge and
states the plans they have for the enemy. The return to 3/4 time signature (which
occurred earlier at bar 71) and E harmonic minor tonality signifies this change. This
latter section reflects the ghana session heard towards the end of the first act and
signifies the resolve of the Maltese people to support the knights.

5.3 Felicia

This scene starts at a frantic pace, with instructions of allegro and 96 crotchets per
minute. Semiquaver figures provide impetus to the momentum of the opera, representing
Felicia’s fears at being caught in the flow of time and having past events repeat
themselves. All the characters, with the exception of the Slave, are helplessly propelled
forward towards the ultimate clash that must occur and feel that there is no escape.
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Previously the G melodic minor scale was used as the tonal medium for Felicia, but for
the early stages of this scene the 12-tone pitch set is used. The use of an atonal medium
represents her panicked state of mind. This is similar to 5.2 Starkey and Villagers, where
the usually calm knight was musically represented with the atonal medium as he became
more upset. During his angry response, which included an order to decapitate the Turkish
prisoners and send them over the bay via cannon fire, the music modulated from C
Dorian to serial tone row O12.

In this instance tone row O6 was employed, as its starting note is G, and correlates to the
G melodic minor scale already associated with Felicia.

G C# A D# A# E C F#

D

G# F B

Figure 13. O6 from the 12-tone pitch set

Example 78. Felicia, bars 5-9

The12 tones do not appear in strict scale order; however, the complete 12 tones do
appear before the scale starts again. In Example 78, bars 7-9 show that in Felicia’s
melody the first 10 tones appear, with the last two being D and G#. The F and B tones
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appear in the final two beats of bar 9 in the harp, completing the tone row. This
implementation of 12-tone theory draws parallels to the previous chapter and is a feature
throughout this work. The orchestra’s completion of the 12-tone row ties the characters
more intimately to the music, and therefore allows hidden thoughts and emotions to be
expressed more effectively.

The melodic phrase in Example 78 was heard previously at bar 52 of 2.4 Trio and at bar
50 of 5.2 Starkey and Villagers, but in a more traditional tonal medium, that of G
melodic minor. This “parody” of an earlier melodic phrase shows the effects of the war
on Felicia and the other characters in the siege. The breakdown of her “safe” and familiar
environment is represented by the breakdown of tonality.

The foray into a 12-tone medium lasts until bar 10, where the music modulates back to G
melodic minor. This coincides with Felicia’s prayer to the Virgin Mother and her
attempts to recover from her panic and despair. The accompaniment for this section
gradually progresses to bar 13, where full tetrachord harmony is re-established, opening
with tetrachord 1 from the G melodic minor set.

Example 79 features repeated semiquaver fragments in the treble clef of the harp. This
has been used earlier as the motif for the Eye and any reference to ancient Egyptian
religions. It is used throughout this scene to draw parallels between the Catholic and
“paganistic” beliefs of the Maltese people, seemingly at odds with each other.
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Example 79. Felicia, bars 10-14

Felicia witnesses the downfall of Fort Saint Elmo and the loss of so many lives. The
realisation that the dead soldier, brought before Starkey earlier, is her son has thrown her
into despair. She has now lost a husband and a son, and her daughter Temi seems to be
speeding towards a similar fate. Thus the question, “Am I seeing past or future?”
In bars 19-21 the destruction of Fort Saint Elmo is complete, and the lower pitch of her
melody portrays Felicia’s feelings (Example 80).

Example 80. Felicia, bars 19-28

Example 80 shows the change in time signature to 3/4, at bar 22. Felicia’s heartbreak at
losing her son is reflected in the music returning to the traditional Maltese folk tune that
provided the material for Wounding Song. The melody, rhythm and harmony conform to
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traditional western musical structures. This represents a return to her roots in these very
difficult times.

The end of the scene concludes with Felicia commenting on the Blessed Virgin, critically
questioning the Virgin’s cold stare as people’s lives are wasted. This last section returns
to chords built on fourths, drawing parallels to other parts of the work wherever the Eye
or ancient Egyptian religious symbolism was present such as the “lucky charms” being
sold by the Slave Trader.

Example 81. Felicia, bars 42-53

5.4 Xbint Aria

Since Fort Saint Elmo has fallen, the Turkish forces will be turning their attention to the
remaining two forts. Panic has started to set in for the defenders, and Xbint, with her
Islamic faith, has the added fear of being discovered by either her friends or her fellow
Muslims. Either result would end tragically for her. The Slave has recognised that they
share a similar faith and has already attempted to help her escape, metaphorically and
physically.

As detailed earlier, the underlying rhythmical elements of classical Turkish music are
called usul. This term roughly translates to meter in Western music and is a repetitive
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pattern of beats that works in conjunction with makams to set the foundation of larger
musical works. Wounding Song has used some of these complex rhythms in certain areas
of the opera, including this scene.

The shifting rhythms, underpinned by the changing time signatures, reveal the extent of
the panic that is pervading Xbint’s thoughts. The tempo of 176 quavers per minute and
allegretto reinforces the belief that time is running out for the besieged Island and its
inhabitants.

The scene opens with the guitar setting the rhythmical accompaniment using three time
signatures, 10/8, 3/8 and 4/8. Accents add further syncopation to the rhythm, which are
supported by the clarinet. The clarinet’s presence recalls the influence that the Slave has
on Xbint. The oboe is assigned to Xbint, and its erratic melodic fragments tie in with her
panic-stricken thoughts. Example 82 shows the opening bars, featuring the rhythm that is
the basis for this scene.

Example 82. Xbint Aria, bars 1-3
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The previous scene finished with the key of G melodic minor. This scene modulates to D
Phrygian major, built on the fifth degree of G harmonic minor. Harmonically, the only
change is a permanent raised seventh and a natural sixth tone (Eb). Tetrachord harmony
is reintroduced for the guitar, with tetrachords 1, 5 and 3 featuring in Example 82.

Table 18. Tetrachords used in Example 82
Tetrachord 1: D

Eb

F#

G (appears on the first four accented beats of bar 1)

Tetrachord 3: F#

G

A

Bb (bars 2-3)

Tetrachord 5: A

Bb

C

D (final accented beat in bar 1)

Xbint’s melody is constructed to emphasise the breakdown of her control. Initially she
describes how she was hiding beneath the altar where Starkey was blessing the dead
knight (Felicia’s son) and the horror that it could be her on that altar. The graphic
depiction of blood is a strong theme in this opera, and is generally represented using 12tone serial methods. In this instance the Phrygian scale is used (to represent Xbint’s
Islamic faith), but the melody and harmony focuses on the more dissonant intervals of
the scale. Minor second intervals appear alongside augmented fourth and seventh
intervals, creating a disjointed and frantic melody that reflects Xbint’s thoughts and
visions.
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Example 83. Xbint Aria, bars 12-18; includes the minor second (bars 12-14) and
augmented fourth/diminished fifth (bar 16) intervals in Xbint’s melody

The oboe’s melody uses Xbint’s melodic line, while the other wind instruments draw
from the material used on the guitar, to create a full harmonic background for the voice.

There are no conspicuous changes until bar 40, where the guitar introduces a variation of
the five-note triplet figure that represents the chaotic elements such as blood and war.
Ironically, the introduction of this figure represents the calmer resolve in Xbint as she
has decided on her plan, to escape with the Slave. This figure also represents the
inevitable battle that is about to engulf the people on the Island.

Example 84. Xbint Aria, bars 41-48
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Example 84 shows variations of the five-note triplet theme in the guitar as it
accompanies Xbint. Bar 46 features the Eye theme, the two staccato notes in the oboe
with its music-drama association of the Maltese pagan/Christian symbols to represent the
scene of the battle. The mood continues to the end of the scene, where Xbint exits in a
very similar fashion to the Slave.
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Chapter 6
6.1 Starkey, Messenger and Temi
This scene includes the tragic and climactic death of Temi. Her death is the symbol of
the innocents who are affected by war. In attempting to avenge her father’s death she has
left Felicia without any remaining family members, having lost her husband, son and
now daughter. Before the scene of Temi’s death Starkey confronts a messenger sent from
Mustafa, offering the knights the option of surrender. This leads to Starkey’s defiant
stance and consequent start of the attack from the Turks.

The music opens with a quiet theme for eight bars. This theme is Temi’s death music and
becomes the driving force for the latter half of the scene. The quick succession of
semiquavers resembles the Eye motif, which has ties to fate, an important element in
Wounding Song. All through the opera, the motif suggests the fate in store for Temi.
Example 85 shows the opening eight bars.

Example 85. Starkey, Messenger and Temi, bars 1-8; prelude to Starkey, Messenger and
Temi
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The length of this scene and the variety of characters provides a combination of tonal
centres and modulations, often changing midway through a character’s phrase.
Immediately after Temi’s death theme, the scene shifts to Starkey and Messenger.
Starkey’s composure is showing signs of disintegrating under the pressure as the music
shifts suddenly from C Dorian to the 12-tone pitch set. His rhythmic elements maintain
the triplet figures with his accompaniment and melody.

Example 86. Starkey, Messenger and Temi, bars 9-14; Starkey reverting to the atonal
medium

The above example shows the strain on Starkey. The first part of his dialogue (bars 1012) employs C Dorian, but the latter part (bar 13) modulates to O12 of the 12-tone pitch
set. This is also reflected in the orchestra. The Soldier responds with the same serial key,
but the Messenger reverts to Bb major (bar 19). The Messenger’s return to the more
stable tonal medium signifies his acceptance of the situation. His thoughts are more
subdued and composed as he is resigned to the possibility that his fate is sealed and death
is near, despite his pleading.

The transitions between the tonal centres do not affect the flow of the music
detrimentally: they are subtle shifts, although large enough to add individual character
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and musical comment. For example, the key signature states Bb or G minor. C Dorian is
the second mode of Bb major and the O12 tone row begins with C. The Messenger’s Bb
tonality fits within the original key signature.

This dialogue between Starkey and the Messenger continues, with relevant modulations,
until bar 34, where the tonality remains Bb for the Messenger but the chordal
accompaniment shifts to chords built on fourth intervals. This recalls an earlier scene in
which the Slave and Xbint spoke of metaphorically escaping their plight. The Messenger
questions the gods, humanity and religion, evading Starkey’s direct questions: this, in
turn, provokes a sharp burst from Starkey, using the atonal medium. The contrast of the
Messenger’s response and plea for mercy with Starkey’s threats reveals the tension and
varying emotions of the characters and how they are dealing with the situation.

Example 87. Starkey, Messenger and Temi, bars 41-43; Starkey’s threat to the
Messenger, employing atonal harmony

Example 88. Starkey, Messenger and Temi, bars 44-47; the Messenger’s response and
plea, employing the Bb major scale
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At bar 53 the harmony reverts back to Bb tetrachords as the Messenger is relating the
message from Mustafa. Starkey’s response uses conflicting tonality. His melody is in C
Dorian but the orchestra clashes with 12-tone chords, underlying his words with a sense
of chaos. Starkey’s rejection of Mustafa’s offer will lead to the continuation of the war
and many more deaths; the fortissimo chords on guitar and harp send this message.

Example 89. Starkey, Messenger and Temi, bars 67-72; Starkey’s melody (C Dorian)
accompanied by guitar and harp (O12 tone row)

Temi’s entry into the scene at bar 81 is in Bb major and accompanied by the flute,
similar to her earlier scenes. Where the music differs is in the slightly more serious tone
in the melody. Earlier the flute progressed along with an air of freedom and carelessness,
but now there is more purpose to the melody. The five-note triplet figure that has been
used to represent the elements of war dominates the flute’s accompaniment. This
forewarns the tragedy that awaits Temi.
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Example 90. Starkey, Messenger and Temi, bars 82-88; flute accompanying Temi with
five-note triplet figure

Bar 90 is the end of Temi’s plea to Starkey to allow her to fight; it ends with the first
cannon shots at Fort Saint Angelo. The battle has come to its culmination; if the knights
and Maltese people fail here the Island will be lost. Starkey orders the children to run and
hide. Temi ignores this and runs to the battlements to take her position in defence of her
homeland.

At bar 102 Temi cries out her defiance of the enemy, stating her faith in God and her
determination to avenge her father’s death. The text for the entire aria follows:

TEMI:

Yes, hide yourselves away.
Already my town is called?
Let us wait for none,
let us have the first word,
and this time let us have the last, as well.

Hear me, hear me:
feet as solid as my father’s,
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the eye that watched him,
watching over me.

Tonight, tonight,
the Turks will hear the Word of God—
take this, all of you—
we would rather be the slaves of Christ
than friends of Allah!

The music changes time signature to 7/8 and Bb Phrygian tonality after the first sounds
of cannon fire and Starkey’s orders to hide. The 7/8 sequence that began in the cello at
bar 94 is eventually taken up by most of the orchestra. This seven-note repeated phrase
featured earlier in the second Slave aria, when the Slave was describing the scene at Fort
Saint Elmo (scene 4.1, bars 101-114).

Example 91. Starkey, Messenger and Temi, bars 103-106; seven-note war theme in cello

The cello theme began with Starkey in Bb Phrygian major. This pattern remains in the
same key, which allows Temi’s last aria to modulate to Gb major. The modulation
sequence goes: Bb major – Bb Phrygian – Gb major, as Bb Phrygian is derived from the
Eb harmonic minor scale, which in turn is the relative minor to Gb major. Temi’s final
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aria remains in major despite its clash with the accompaniment. This represents her
continued youthful exuberance and naivety until the end.

As Temi’s exclamations become more confident, the momentum, provided by the
accompaniment, progresses towards Temi’s fate theme heard in the opening eight bars.

Example 92. Starkey, Messenger and Temi, bars 115-118; beginning of Temi’s deaththeme music

6.2 Fisherman and Villagers

With Temi’s death still fresh on the defenders’ minds, another tragedy befalls the
Fisherman. His Wife, the person who purchased the Slave, has not been able to find her
husband, and thinks he has gone to Saint Elmo, to die defending the fort. The Fisherman
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actually is still in Birgu, preparing the defence of Fort Saint Angelo, as once Saint Elmo
falls, the Turks will turn towards the main defences. The Wife finds a canoe and begins
rowing across the bay towards Saint Elmo but is spotted, and her boat blasted by cannon
fire. She dies and is washed up against the shores of Saint Angelo (Birgu). In this scene
the Fisherman recalls the tale of his Wife’s brave but foolish quest to find him.

The B Phrygian scale has been used for a few themes, but primarily, in the latter stages,
it ties the Maltese people to the war theme, both sharing the same tonality. The use of
bass and tenor voices creates a dirge-like quality to the scene, as the procession bearing
the Wife’s body is brought onto the stage.

The tempo has dropped to 92 crotchets per minute, with an alternating time signature of
two bars of 4/4 and two bars of 3/4. This emulates the slow, march-like gait of the
procession.

After eight bars of introduction, the tenor and bass voices begin the slow chant that acts
as a backdrop for the Fisherman’s melody. The orchestral accompaniment provides
rhythmic support to the alternating time signatures.

Example 93. Fisherman and Villagers, bars 9-17; chant from Tenor and Bass
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In bar 25 the tempo increases to allegro and 104 crotchets per minute. This increase in
tempo runs parallel to the tale being told by the Fisherman, increasing the dramatic
suspense of the narrative.

The scene maintains its solemn pace, though the orchestra’s role changes from solely
rhythmic support to recurring motifs, themes heard from previous scenes. This is the
final scene in the opera; therefore some of the important musical themes reappear.
Including previous musical themes shows the similarities between the different elements
of the war. This represents a connecting thread among all the characters and themes that
were involved in the siege.

Example 94. Fisherman and Villagers, bars 32-36; featuring the five-note triplet theme in
bars 33-34 and the Eye motif in the last two bars

At bar 43, the dynamic instruction is mezzo piano and the time signature returns to 3/4
for the remainder of the scene. This coincides with the description of Wife’s death, by
cannon fire. The return to 3/4 time signature represents the Maltese people’s pain and
prepares for the ghana like ending that immediately follows.

117

6.3 Fisherman’s Aria

The Fisherman’s Aria is the final scene in Wounding Song and reverts back to the
original key of E minor. With a time signature of 3/4, the music shares similarities and is
obviously influenced by the ghana theme used to generate the material for the opera.

Fort Saint Elmo has fallen, and now the Turks have turned their focus on Fort Saint
Angelo. The Fisherman and chorus (villagers) narrate the events of the attack on Birgu.

Example 95. Fisherman’s Aria, bars 1-10; the first 10 bars of the scene where the
Fisherman begins the narrative of the battle of Fort Saint Angelo

In the previous ghana session the cello took the primary melodic line as the actors left
the stage for the intermission. Here the cello plays an accompanying melody to the vocal
line, recalling the theme heard earlier.

Example 96. Fisherman’s Aria, bars 23-33; cello providing countermelody to the vocal
line
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The only real change appears at bar 93, where the Fisherman describes the battle in
graphic detail. The choir enters here, and the time signature changes to 7/8, with a return
of the war theme. This was used twice previously: once in Slave Aria II and then again
when the bombing of Birgu begins and Starkey tells all the children to hide. The sevennote phrase employs the B Phrygian scale, which stems from the fifth degree of the E
(harmonic) minor scale. Tetrachords generated from the Phrygian scale are used for
harmony in the guitar and harp.

Example 97. Fisherman’s Aria, bars 91-98; middle section

This section only lasts 12 bars before the music reverts back to its original tempo and
structure. The chorus remain, now adding accompaniment to the Fisherman’s melody.
Gradually the music leads towards the ending where the full chorus finishes by retelling
the Fisherman’s narrative but to the complete melody of the Maltese folk tune, led by the
cello. The harmony, chordal structure and rhythm all conform to traditional Western
music theories.
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Example 98. Fisherman’s Aria, bars 176-189; original theme in cello and harmonised by
the full chorus
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Chapter 7
Elements of the Creative Process

I was very fortunate to have the support of Dr. Lotte Latukefu (lecturer in performance,
vocal studies) and Dr. Janys Hayes (lecturer) from the Faculty of Creative Arts at the
University of Wollongong. With their support, the Faculty agreed to stage Wounding
Song at the Illawarra Performing Arts Centre in August 2008. This meant the
involvement of student musicians and actors; for many, this was to be their end-of-term
examination.

7.1 Early Meetings with Bonny, Janys and Lotte

My ideas for Wounding Song included highlighting the similarities between the two
opposing groups of people, primarily Christian and Islamic. This attempt to reveal and
highlight the similarities between the two religious cultures raised an important issue
with our progress. During the early creative process of the libretto there were some
sensitive issues dominating the news headlines which were relevant. The “Cronulla
Riots” had just occurred, December 11, 2005. This was a culmination of events which
lead to sectarian clashes between white Anglo Saxon groups and anyone looking Middle
Eastern or Indian in the beach area south of Sydney. Since Wounding Song was an opera
based on a battle between Christians and Muslims, Bonny and I were concerned as to
how the opera would be received. Bonny Cassidy contributed an article to an online site
discussing the Anti-Terror Bill introduced in November 2005. The ambiguity in the
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terms used raised concerns amongst artists with regards to creative expression and
freedom. Below is a section of the article.

Poet and PhD candidate, Bonny Cassidy, 24, says:

I don’t find the reassurance that it wouldn’t affect our peers a particularly secure one
and I think actually people like myself are, in a sense, the ones who are manipulated
the worst by it, this kind of law, because it carries [with it] this great shadow, it carries
this great sort of spectre around it of mystery. (Cassidy, 2005).

Cassidy is currently working on the libretto for an opera with composer Jeff Galea. The
opera transports the Turkish invasion of Malta in the sixteenth century into a
contemporary political context. This was a Muslim invasion of a Roman Catholic
country. At present, Galea is funding the project himself and planning to have the show
produced next year. It is already clear that Cassidy and Galea will need to be extremely
careful when applying for funding. Cassidy said:

I anticipate that these aspects of the opera would not be emphasised in an application
for funding. I have no solid proof that a government funding body would respond
negatively […] but my own feeling is that they would undoubtedly affect the success of
an application. (Cassidy, 2005).

The initial meetings between librettist Bonny Cassidy, Janys, Lotte and me involved
assessing the available resources and adjusting the libretto accordingly.

One of the first hurdles was the overabundance of female performers relative to the
number of males. Originally, the Slave and Temi were scripted as males but, after
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discussions, we thought both could comfortably be performed by females. The Slave’s
gender is actually hidden in the original libretto so the change did not affect the role.
With Temi, the fact that he or she was a child made the gender less relevant: the purpose
of the character was to represent the confidence and naivety of youth. In hindsight the
change actually had unforeseen advantages, as the interaction between Xbint, Felicia and
Temi created an interesting play among three female characters that would have been
different if Temi had been played as male.

Musically, there were guidelines to consider. The score had not been completed so
meeting the actors and associating them with their characters provided insight that
became invaluable. It was both advantageous and enjoyable to visualise the actors
playing their roles. Some parts had to be slightly altered from the original ideas but these
changes did not affect the desired outcome.

7.2 Initial Rehearsals

Before the first rehearsal Bonny and I met with the main cast, giving the actors a chance
to ask questions about the opera and its background and characters. This was beneficial
for the actors to understand the roles they were to play. Many of the students had not
heard of Malta or known much about its historical significance. This session was very
much a history lesson as well as an in-depth discussion into the roles of the characters
and their background.

I gained invaluable experience in answering these questions as the actors wanted as
much in-depth information about the characters they were playing as possible. Having to
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verbalise the answers helped me to better understand the characters and provided further
musical inspiration.

Rehearsals began early in 2008, six months before the first performance. I usually
compose in chronological order, but often I would receive a request (from Lotte) to
provide a part for a certain character, or to provide a specific format such as a duet or
trio. Because I had previously planned the entire opera structure, these tasks were much
easier than I’d feared, and jumping forwards and backwards did help in the unification of
the whole work.

The first rehearsal I witnessed was Bahareth Khademi’s performance of the first Slave
Aria. I had prepared computer-generated rehearsal recordings of each scene; these were
very practical for rehearsals. The recordings also gave me a greater sense of the overall
sound. Witnessing the first rehearsal was a great motivator. After spending hours
composing, looking at scores and listening to computer-generated sounds, hearing a real
voice and witnessing the acting made the whole work come alive.

The next request was for a choral piece and I actually jumped to the last scene, the
Fisherman’s Aria, as I had the main part of the work already completed and only had to
add the chorus. This was a good piece to introduce to the performers early on, as it used
a more traditional, Western music style. This piece was performed in front of the
Faculty as part of my literature review; I played the guitar as the accompaniment and
Abe Mitchell performed the part of the Fisherman.
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Dr. Houston Dunleavy was the conductor of Wounding Song. As I was sending music to
Lotte, Houston was receiving it at the same time. He worked closely with me from the
early stages, and I gained invaluable lessons from watching him work through the
various challenges and problems my music might present. As this was a work in
progress, my compositional techniques, including orchestration, improved. Obviously
anything is possible on the computer, but when dealing with real musicians, practical
limitations must be respected.

What became obvious to me was the need for transitional music from scene to scene.
Often, the stage set had to be changed, different characters had to enter and leave while
others had costume changes to prepare. With regard to modulations, the score did have a
natural progression from scene to scene, but these had to be as smooth as possible, in
terms of both pitch material and rhythmic continuity. I feel my composition skills
improved when writing short pieces of incidental music for these interludes, which often
were just as important as the most serious piece of music for the more important events
in the opera.

The University of Wollongong provided the actors, costumes and some musicians, but I
was required to employ external musicians for the majority of the orchestra. Funding was
provided through corporate sponsorship and grants from the local Maltese community,
which will be detailed below.

The use of guitar as the central instrument was a natural choice primarily for two
reasons. I am a guitarist and the advantage of knowing the instrument’s capabilities and
limitations provided obvious benefits, especially when working out fingerings and
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possible voicings. The other reason is that the guitar is the primary instrument used in
Maltese folk music, and was an effective tool in representing the Maltese people. As the
guitar provided the backbone for the orchestra, it provided that link to the Maltese
people, through their folk music.

I was fortunate to have a close working relationship with Peter Inglis (guitarist); this was
a great advantage being able to workshop scenes with the primary instrumentalist. As I
was sending Peter his parts, his feedback on various scoring methods was also invaluable
before I completed the entire work. There were a few notational issues where spelling
certain phrases differently made the reading of the score easier for the musicians. On a
few occasions Peter travelled to Wollongong with me for ensemble rehearsals with one
or two singers at a time.

We also rehearsed with the percussionist Ric Arraiza. These intimate rehearsals were
invaluable in cementing the rhythmic and harmonic foundations for the opera. With the
core rhythmic and harmonic elements musically sound, the rest of the orchestra would
have a firm basis to work with.

The other musicians were paid professionals, their contact details being forwarded by
fellow musicians and associates of people involved with the production. These musicians
were sent the music two to three weeks before the first official rehearsal.

7.3 Full Rehearsals
The first official rehearsal, two weeks before the opening night and was held in the
Illawarra Performing Arts Centre, the venue for the performance. This was a complete

126

run through the entire score without the singers. There were some initial problems,
mostly due to the complexity of the score. Houston, as conductor, went through the
entire opera regardless of errors. This was a great exercise as it allowed the individual
musicians to gain insight as to what was required of them.

The original score had electronic synthesiser and harp. The harpist had to withdraw from
the performance a month before so it was decided that the keyboardist could double up
and play harp and synthesiser. This proved to be too difficult a task so a new keyboardist
(playing the harp part) was introduced and the original player reverted to the original
synthesiser part.

Next was the full rehearsal with singers. This again was a straight run through, but with
no acting. There were issues with some of the singers adjusting to the sound of the
orchestra as compared to the digital rehearsal recordings I had given them. This was
partly due to the musicians still coming to grips with the score, but also an error with my
rehearsal recordings. The volumes of the digitally produced instruments were not
consistent with the real orchestra. When the singers were rehearsing, many of them were
using certain sounds and notes as cues. Once we were on the large stage, with the
orchestra and singers spread apart, the sound often obscured the cues that had been very
clear on the recordings. In hindsight I think less-detailed rehearsal tapes would have been
better for all concerned.

The improvement from the first full recording to the second was remarkable, and each
rehearsal was closer to the desired level of performance. The first performance was set
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for Wednesday, 6 August, 2008. The final two rehearsals, the fourth and fifth August,
were full dress rehearsals; everything went smoothly.

7.4 Multimedia

The use of multimedia played an important part in the successful performance of
Wounding Song.

Computer technology was required from the onset of composition. The score was written
directly into Finale, a dedicated notation program. This offered great flexibility, with
significant benefits to the rehearsal and performance process.

An important benefit was being able to listen to the music immediately after entering the
notes into the score, although, digitally produced sounds, while continually improving,
cannot replace real instruments. Emailing parts of the score to musicians for perusal and
then correcting errors before full rehearsal saved valuable rehearsal time.

The production of rehearsal recordings was an important part of the preparation for
individual singers and musicians. The sound production and recording software Sonor
was used to produce the digital recordings. This was achieved by digitally transferring
the Finale file, via midi format, to Sonor, then assigning the correct sounds to each
instrument. Sonor allowed for finer control over the dynamics and tempo elements of
each scene and instrument.
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With such a large work, individuals would have difficulties hearing their part in context
with the rest of the orchestra. Complete recordings and versions without the relevant
instrument were sent to the musicians who required them. Because the actors were
students and relatively inexperienced, many benefitted from having personalised
rehearsal recordings to practice with.

These digital recordings also came into use when rehearsing the dramatic parts of the
opera. On a number of occasions the opera was rehearsed in its entirety with the prerecorded material. The orchestra’s presence was not required until a week before
performance, saving logistical problems and funds required to pay musicians.

Multimedia played an important part in the scenery and lighting effects of the
production. Multimedia professional Toby Knyvet was responsible for the design,
programming and implementation of these effects and background scenery. The set
contained minimal props and relied on the projection of images on the stage floor and the
backdrop to set the different scenes. This included the various lighting colours and
incidental audio effects such as seagulls, lapping water and cannon fire (See video at
50:00-50:12 to view changes in lighting and scenery).

The scenery and lighting side of production was left to Dr. Janys Hayes, the producer of
the opera, although I gave instructions to where the audio effects would be placed. This
was to avoid any clashes with the musical composition. An example of this occurred
during scene 6.1 where the battle’s intensity increases. Starkey is ushering the children to
hide and take cover. The original audio effects of cannon fire and fighting were clashing
with the music’s complex rhythms.

129

The scenery and lights worked well except for a glitch on the final two nights where the
computer froze. Thankfully, the venue possessed stage lights and these were used while
the computer malfunction was repaired.

The opera was recorded each night with DAT and video equipment. The placing of the
equipment was important, as it influenced the sound and visual integrity. The audio
equipment was placed in different places each night to provide alternative recordings for
editing at a later date.

The use of multimedia can work well with more traditional methods of production;
balance is the key. As Martin Cooper writes, “Opera is constructed of three elementsthe musical, the literary, and the spectacular…” Wounding Song definitely benefitted
from combining the modern equivalent of “the spectacular” (multimedia) while
preserving the integrity of the musical and literary elements of the complete work.

7.5 Performances

The Maltese and local Illawarra communities supported the four performances very well
and the final two nights, Friday and Saturday, were full houses. The experience of
watching the performance while not having any direct control over the outcome was very
different to performing. The four nights were a success, with every night better than the
previous. There were minor errors and technical glitches, but a production of this detail
and size will rarely be flawless.
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All the performances were recorded on video and DAT. Unfortunately, the video
equipment that was available was not of the highest quality, and the recordings suffered
slightly. However, the audio recordings are of a high standard.

7.6 Publicity and Promotion

As I am part of the Maltese community in Sydney, I found it natural to target a good
portion of the promotion and publicity at this group. My father is a popular Maltese
entertainer, and this made it relatively simple for me to know which people and
organisations to contact. Having a well-recognised surname also helped me gain the
attention of those organisations.
The Illawarra community was also made aware of the opera through media outlets such
as local newspapers and radio stations.

Several avenues for promotion were contacted early in 2008:



The Maltese Herald



MaltaOz



SBS Radio



Sydney One Radio



MCC Radio



Radio WOW FM



Radio SWR FM



Ryde Regional Radio



George Cross Falcons Club
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FBI Radio



2 SER Radio



Tertangala (the University of Wollongong Student Magazine)



The Illawarra Mercury

Most contacts showed great interest in the production, and I attended many interviews,
some along with cast members, to discuss all matters relating to the opera.

As stated above, external funding was required, largely to pay for the orchestra. Grants
were given from The Maltese Connection and The Maltese Cultural Association. I was
fortunate enough to obtain a corporate sponsorship from Kyko Productions that provided
the majority of funds to cover the cost of a mostly professional orchestra.

The opera was a great success and, as stated earlier, all performances attracted a large
crowd. This was aided by a large contingent of Maltese people travelling from Sydney
and the surrounding suburbs to support the event.

7.7 Post-Performance Thoughts

Wounding Song was a success on many fronts, and I have gained invaluable experience
in being involved with such a large production. Many elements are required to make this
possible, and delegation is an important factor. Trusting the people in charge of certain
areas is very important, but I have learnt that it’s wise to keep an eye over every detail.
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7.8 Conclusion

The previous close analysis concentrates on character and narrative as defined by tonal
structure using scales, modes, pitch selections and rhythms from various origins. The
interaction between these elements represented the interaction between the eclectic mix
of characters and themes in Wounding Song. This helped provide a structural
cohesiveness on the micro and macro levels.

Synchronising the different musical languages was not as difficult as initially expected.
The pitch selections contained many similarities and shared common intervals. For
example, the tritone was prominent throughout the opera, both harmonically and
melodically, and featured in many of the chosen scales/modes/makams.

Further adding to the synchronisation of different musical genres, the pitch selections
were invariably organised into chords built on fourth intervals and applied consistently
throughout the score.

Ultimately the differences and similarities between the musical pitch collections (scales,
modes, makams and 12-tone rows) succeeded in representing the variety of characters
and themes in the opera. The successful combination of seemingly unrelated musical
genres reflected on the similarities between the warring parties, drawing parallels
between the two religions and revealing common traits among all people involved.
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The experience of researching, composing, rehearsing and performing a major work such
as Wounding Song has provided motivation for further compositions involving vocalists.
Two major works in progress both feature the voice as an integral part. I have been
collaborating with lyricists and have begun work on a song cycle. This includes
translating poems from Maltese ghana into English and setting them to music. The
second work is more ambitious: a second opera based on a novel by Eve Langley. This
work is already in progress and I have been fortunate to have a few scenes performed at
the University of New South Wales as part of the Association for the Study of Australian
Literature (ASAL). Performance was for a national conference in July 2010 and was
conducted by Dr. Houston Dunleavy.
Both these new works will draw on my experience in combining musics from different
origins and exploring common links between them. The interaction between characters
and themes will again provide the structural direction of the two works. The methods that
were developed while composing Wounding Song have provided me with an
understanding of the direction I wish my future compositions to take.
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Appendix 1
Contents of CD and DVD
Track Scene Title

Duration

DVD Starting Time

1.

2.1

Prelude

2:19

0:51

2.

2.2

Slave Aria I

4:00

3:19

3.

2.2a

“Stop There”

1:08

7:19

4.

2.3

Temi and Soldiers

2:12

8:28

5.

2.3a

Temi and Felicia Dialogue

0:09

10:41

6.

2.4

Felicia, Temi and Xbint

3:54

10:50

7.

3.1

Corpus Christi

3:15

14:45

8.

3.2

Starkey and Montaigne

3:44

18:01

9.

3.2a

Villagers Abuse Knights

0:13

21:46

10.

3.3

Chaplain, Felicia and Chorus

1:23

22:00

11.

3.4

Slave Trader

3:10

23:23

12.

3.5

Ghana Session

1:48

26:34

13.

4.1

Slave Aria II

6:10

28:26

14.

4.2

Xbint and Slave

4.43

34:42

15.

4.2a

Villagers Playing with Weapons

1:55

39:52

16.

5.1

Wife, Felicia, Starkey and Soldiers

1:55

41:50

17.

5.2

Starkey and Villagers

5:19

43:44

18.

5.2a

Soldiers Capture Slave

0:58

49:04

19.

5.3

Felicia

2:09

50:02

20.

5.4

Xbint

2:14

52:11

21.

6.1

Starkey, Messenger and Temi

5:31

54:26

22.

6.2

Fisherman and Villagers

1:58

59:57

23.

6.3

Fisherman

6:33

01:01:55
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